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o YOU REMEMBER your first time? ! do. 
My first time—my first intímate 
encounter with a photographic sub- 
ject—was with Daisy. a white Shasta 
daisy to be exact, and ít happened on a 
hot August day in Oregon while looking 
through the viewfinder of my brothers 
Nikon F. And, I confess, i have been a close-up photogra- 
phy addict ever since. 

If there is any constant in the world of close-up pho- 
tography, it is this: Flowers are like snowflakes; no two 
are exactiy the same when viewed through any combina¬ 
ron of close-up photography equipment. The closer you 
focus on 3 given subject, the more that is revealed. and it 
is with these revelations that the "drug" that is close-up 
photography maintains its constant and unrelenting hold. 
You begin to consider adopting a belief in reincarnation or 
reaffirming your Lapsed reincarnation beliefs as you soon 
realize that your appetite, your hunger, your insatiable 
desire for more "intímate encounters" is truly vast and 
deep and that “there can t possibly be just one üfetime, 
because I need to come back for more—much more!” 

I’ve often been asked by students in my workshops. at 
my seminar presentations, and in my entine photography 
schooL how I define an intímate encounter in photogra¬ 
phy. My answer hasn't changed a whole lot since the first 
time this question carne up, way back in 1978. In my 
mind, an intímate encounter was then and continúes to 
be an "in your face" experience. one with an emotional 
charge so great that it is best described as a low-voltage 
electrical shock to all five of your senses, especially 
sight, touch, and smell. The world of close-up photogra¬ 
phy does serve up a bounty of texture-filled Images: 
feaíhers, human skin, animal fur, wood, rocks, sand. 
leaves, thorns, berries, broken glass, ice, frost, and even 
pond scum. it is often the texture within a close-up pho- 
tograph that awakens our senses the most, whether that 
texture is "felt" as soft or hard, rough or smooth, dull or 
Sharp, or hot or coid. 

To convey that texture—so that the subject is "felt" by 
the viewer—we must toss aside the oíd adage "Less is 
more" in exchange for a new motto: More is more. 
Intímate encounters are all about getting cióse, in many 
cases closer than you ever thought possible. When our 
loved ones are away for extended periods, we ache for 
their touch. We've had enough of "less is more," and we 
want them to return now so that we can get back to "more 
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is more." It s hard to be intímate when we are miles away 
from the ones we love, and it's just as hard to be intimate 
with any photographic subject when youYe "miles away" 
from ft, as weLL Just as the only way to feel a person's 
touch—to feel alive—is to be right there, the only way you 
can evoke a tactile experience with your photography is 
to be right on top of* next to, in front of, or underneath 
your subject at a very intímate distance. 

The human need and drive for ¡ntimacy is very strong. 
It is. for some. a Lifelong need. It is all about connecting, 
about feeling we are a part of something outside of our- 
selves, and ít is in close-up photography that we can. 
if only for a moment, be a part of something that most 


peopLe have otherwise not noticed. This is what makes it 
so special. You may ask, for example, What ¡ntimacy 
could possibty be found in the gutters of our streets?' A 
lot, actually, as you will soon see for yourself. 

My first intimate encounter with that daisy was, in all 
Likelihood, no different from the fírst encounters of 99 
percent of all photographers. since it is the flower that is 
the mosf photographed subject in the world. outside of 
pictures of family and friends. Of course, it isn't long 
after that first flower photograph that you begin to real¬ 
izo that close-up photography needs to be precise in 
many cases and can be very demanding of your patience. 
If it's not just the slightest shift in the camera's position, 
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then it wiU be the wind; and if ifs not tUe wind, then it wíil 
be the absence of the right light falüng on your subject; 
and if it s not the lack of proper üght, then ¡t wiU be the 
wrong background; and if ¡hs not the wrong background, 
then it s that missing piece of equipment youYe still sav- 
ing up for, and on it goes, 

Yet despite the demands placed on us by close-up 
photography, we addícts seem to dig our heels in even 
deeper Once we feel the joy of succeeding with one great 
close-up shot, we're hooked. We see so much potential, 
so many possible intímate encounters, in a world that 
most people are too busy to notice or simply never 
thought was worth the look. But we know different, and 
we want to not onty connect with the close-up world but 
share that world with the greater world at large, as well. 

So, as much as this book is about conventional close- 
up photography the flowers), it is certainly also 
about unconventionaí close-up photography. In my mind, 
close-up photography must inelude snything that isnY 
normally experienced up cióse, Famiüarity can breed 
contempí but not when looking for opportunities to shoot 
ciose-ups. This whole subject of making discoveries in 
close-up photography is so far from reaching its end 
because nothing is ever familiar—at the slightest twist or 
turn, a new image is revealed! It is truly a lifelong jour- 
ney. and tike most journeys, there are many stops along 
the way and any number of paths to our destination, 

Regardless of the equipment, Lighting* locations, and 
viewpoints you choose, you are at the Controls. So, no 
matter where you are in your journey, you always have 
the optíon of stopping, surveying the scene before you. 
and making the decisión as to how and when to preserve 
what you see. We've all heard of and seen, either in pie- 
tures or in person, the Seven Wonders of the World, but 
the photographer armed with any amount of close-up 
equipment will soon see the Seven Miilion Wonders of 
the World. 




























What Does Macro Mean? 



ID YOU NOTICE that the word macro is 
missing from the title of this book? 
There s a very good reason why! First of 
all, lets define macro, since there 
seems to be a Lot of confusión about this 
one very important word* The word itself 
is derived from the Greek word makros, 
which means large or long. 

Think about that for a moment, Does that make per- 
fect serse or what?! It does, considering that the 
images normatly shot with a macro lens 
appear on the CCD (charge-coupled 
devíce) or film as "large" sub- 
jects—a dragonfly, for exam¬ 
pie—and more often than not 
take a long time to shoot. By tong, 
l’m not referring to the setup 
times or the time spent waiting for the 
wind to die down or the dragonfly to return to 
that same tall grassy reed where youVe set up 
camera and lens. Rather, l'm referring to the long expo- 
sures (Long when compared to conventional photogra- 
phyl. Exposure times of 1/15 sec, to 1 second are often 
the norm when shooting macro images, whereas in con- 
ventionat photography, exposure times average between 
1/60 sec. and 1/250 sec. 

The technicai defínition for macro photography is pho- 
tography that is at IX magnification ¡Life sizel and 
greater, and I couldn't agree more with that description. 
So, this simply means that, in a side-by-side compari- 
son, the actual size of the subject and the size that it 
appears on the piece of film or the CCD [where the sen- 
sors are in a digital camera] is exactiy the same. Only IX 




magnifications and greater qualify as true macro shots, 
and I must emphaticalLy add that anything less than IX 
should be, and is, defined (by me and other photogra- 
phers, as well) as ciose-up photography, not macro pho- 
tography. Sure, l've shot a number of images with my 
Nikon Micro-Nikkor tenses, but that doesnT qualify them 
as macro images. (Note that Nikon ñames theír macro 
lenses Micro, which can be somewhat confusing.) 

A IX magnification is often indicaíed as 1:1, meaning 
a one-to-one ratio. As an example of "life size," an ordi- 
nary honeybee ís approximately half an inch, so when 
photographed on film at life size, it witl take up a 1/2- 
!nch-long space on a piece of 35mm film (which meas- 
ures 1% X 7/8" by the wayj. And now here's where it gets 
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from taking the- kids to school one 
day, i spieé th;s larga yet very dead 
biue fíy on Ihe sidewalk. i picked ít up 
and was soon photographing Ít on my 
terrace atop a small tabie, UBÍng onty 
available Ught. t placed the fíy on a 
piece of white paper. knowing thh 
woííld Bhowcase its shape, texture, 
and color wíthout distraction. 

In addition, the fmage on page Í54 
íS a close-up of just one of the fly s 
wings. The magnifícation of that 
ímage /s approximaíely 3X Ufe size, an 
enlargement I was able to record 
using the Micro-Nikkor 200rnm lens 
and ali three of my Kenko extensión 
tubes fsee page 36¡. And for both that 
shot and ihis one here. f used a cable 
ralease along with the cameras 
mirror lock-up featore 


Micro-Nikkor 200mm lens. ISO 200. 
f/16 for WQ BBC 


AT1:1 MAGNIFICATION, llíisís a 

trtie macro image. Returning home 


WHAT DOES MACRO MEAN? 15 











interesting for us digital shcoters. When you shoot with a 
true macro lens (a tena that will rendar IX magníficationj, 
you can, in theory, not only shoot macro images at 1:1 
(Life sizel but at up to 1.5 times Ufe size. Wliy? Because 
the CCD is smalLer than a piece of 35mm film. The CCD 
on my Nikon D300 is roughly 5/8 x 1", and when I use any 
one of my three Micro-Nikkor tenses Í105mm, 200mm, 
or 70-180mm), that same honeybee photographed with a 
true macro Lens focused alLthe way to íts normal 1:1 tife- 
size reproductíon ratio witl, in fact, be recordad at 1.5X 
Ufe size. At least, that's what s many people think. Truth 
be tüld, the 1.5X Ufe-size image of your honeybee is noth- 
ing more than a cropped-in-tighter versión of the same 
honeybee photographed at 1:1 on 35mm film. 


Let me put it another way. When seated in a standard- 
size airplsne seat, you hopefully have a bit of room to 
maneuver. But when you cUmb aboard those smaller 
commuter airlines and take your seat, the fit is often a 
bit tíghter What the heck? Did you bloat up somehow? 
Of course not! You haven't gotten bigger at alL The seat 
jüst got smaller! Again, the CCD on my Nikon D300 is a 
bit smaller than the standard 35mm film format: so, 
that same honeybee, when photographed with the 
Nikon D300, appears Earger oníy because Íts “seat" got 
smaller, too. 

So agaín, keep in mind, for an image to truly be con- 
sidered macro photography. the magnification must be 
IX or greaten 
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■ E ^ 3; * - , U wouid have been 
hard to imagine that I wouid 
arte day begin to see numerous 
'portrair opportunities with my 
macro lens. Back then, i directed 
my macro mosí often at nature 
subjects, namely ftowers^ But over 
the past tenyears, my macro 
wortd haa extended far beyond the 
backyard flower garúen, and on 
more than one occasion, i have 
stumbled apon laces ," both 
literal and figurative versions, as 
was the case with this miniscule 
face on a bridge raiUng in Lyom 
ÍMy daughter later expíained thal 
this was actuallya stick-on tattoo 
that comes free with a piece of 
bubbíegumj 

What drew me to this face 
the textures found apon it. 

As you'll discover, ii's textures 
that are often the canter of 
in teres t in macro ore tose-up 
work. With my camera and Micro- 
Nikkor lÚ5mm tens mounted to 
my trípod, I made certain to 
choose an aimost-straight-down 
point of view, and due to the 
subtte curve in the railing, t also 
made sure to set the aperture to 
f/22 ío achieve the necessary 
depth of fieid for top-to-bottom 
sharpr\ess. With my camera sef to 
Aperture Prionty moúe, i simply 
fired the shutter with my cabte 
release^ alíowing the camera to 
set the shutter speed for me since 
the íight levels tvere even 
throughout 

The hh or Uíe-s¡¿e, 
magnification of this portrait' 
was a direct result of using the 
Micro-Nikkor lens, but it's safe to 
say that t coutd have also achieved 
a life-size magnification 
combining extensión tutes with 
a 's trestzoam'llS-70mm, 
24-W5mm, or 17-55mm tenses, 
for exampleh Achieving 1:1 
magnificatíons is simply mach 
easier with a macro tens, since 
most true macro tenses offer the 
abitity to focas from infindyall the 
way down to ti fe size without the 
need fo add extensión tobes or 
cióse-up tenses. 


Micro-Nikkor W5mm lens 
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If It’s Not Macro, It’s Close-up Photography 


OST OFTHE IMAGES in this book are not 
true macro ¡mages. Most are between 
1/2 and 1/10 üfe size, while a few others 
are as little as 1/20 lite síze! So, they are 
close-up images. This is the main rea- 
son I didn t use the word macro in the 
book title. Close-up photography encom- 
passes a much broader range of work. 

Of course, adding to the confusión of the terminology in 
this area are camera manufacturers, who have led many 
consumers to believe that they're getting a macro lens 
when they buy zoom tenses that have a "macro'^ setting on 
them, It 5 marketing at its finest* for sure, and it obviously 
works, as countless shooters have \A/alked out the door of 
many a camera store beaming about their newLy pur- 
chased all-purpose tenses, Many photographers have 
sa\d, "ITs not onty a reatly nice tetephoto zoom but also 
ineludes macro! ITs tike getting two tenses in one!'' 

But here again, the "macro” functions on att of these 
zooms twhether they are 24“85mm, 80-200mm, or any 
number of other variabte-zoom tenses being sotd) offer 
up about a 1:4 ratio of magnification. and that means our 
1/2-inch honeybee wíLl appear to be about 1/8 of an inch 
in size when photographed at a 1:4 magnification. You'Lt 
need to make no tess than a 4 x 6-inch print to get back 
to the original 1/2-ínch tife-size subject, and then, before 
you can realLy impress your friends, you might want to 
grab a pair of scissors and cut the 1/2-inch honeybee out 
of the 4 X 6-inch print to make it into a 1/2-inch print to 
show off as a tife-size image of a honeybee. Yeah, right. 
Now^ l'm not suggesting that the zoom lens with macro 
that you bought is a useless tooL Heck, not at alU It's a 
great lens and can be used in countless situations when 
you wish to record some terrific shots, but these shots 
will not be macro shots; they will be close-ups. 




FOCUSMANUALLY-EVERYTIME 

One very ¡mportanl: note: V^hen shootíng any close-up or 
macro composition, turn off your autofocus function and man- 
ually focus every shot! tf you don't, you will Lose far too many 
shots. Your autofocus lens will seem to experience "seizures' 
when it s asked to focus on close-up subjeets: this is because 
it can't seem to differentiate between the front or back of that 
flower, for exampLe, and it sure can't teU if you wanted that bee 
in the míddle of the flower in sharp focus either If you abso- 
lutety must rely on autofocus due to poor visión, then get ready 
to have your patience tested, or resígn yourself to shooting only 
dose-up subjeets that are 100 percenl paralleL, from edge to 
edge, top to bottom, to your film plañe or CCD, 
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AS 1 MENTIONED, sndyou may 
have already discovered, your 
telephoto zoom wkh macro ts not 
reaity a true macro tens, but that 
certainly doesn 't m^an you can 'í 
s/joof some cióse-ups with it in 
fací 3 tetephoto zoom íens with 
a macro feature does atlowyou 
to focos cioser than a teiephoto 
zúom withoutone. The trick is to 
find sobjects that are large 
enough to fiíi the frame, since 
with most ctose-iip and macro 
compositions, fiílmg the frame i$ 
paramount, 

An early Sunday morning 
found me out and about the quiet 
streets of Lyon, Franca, and it 
wasn^t too long Ínto myjoorney 
that / carne opon one ofrnany 
teiephoto 'rnacro^' opportunities I 
had that morning, With rrty Níkkor 
75-300fnm macro zoom,! was 
able to focus within 3 feet oí the 
refiecthn on (he hood of this 
smail car To achieve maximom 
impacT / moved a bit right, tefi 
up, and down ontii the reflection 
ivas filling my frame tn the most 
pieasing way Not a trae macro 
shot, btst certainly an eye-catching 
ciose-ijp! 

With my aperture set to f/22 to 
assure top-to-bottom sharpness, ( 
simpíy adjusted the shutter speed 
unta 1/8 sec, indicated a correct 
exposure and then fired off 
se ve ral trames, tripping the 
camera s shutter with my self- 
timer to elimínate any possible 
camera vibrations that coold have 
resuited from pressing the 
shutter release with my fingen 

Nikkor ?5-3QQmm macro zoom 
lens, f/22 for 1/8 sec. 
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Usina Wide-Angle Lenses for Close-up Work 
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HAVE YOU EVER FOUND 

yourseíf looking do\A/n the barrel 
ofa gon? ffnot, then it s safe to 
say, you are now! Not a weicome 
sighU sure. Note the 
dífferences in these close-up 
compositions. Cteady, bath show 
that the visual welght lindicated 
by the límited ares of focus} Ib 
on the end of the barreí. /ef, ifs 
atso ctear that both of these 
backgrounds teíi a different story 
and the íenseí have somethlng to 
do with that The one at right has 
more ofa ghetto, ganglike feel, 
reveaíing not oniy more of the 
graffiti background but my 
modeTs suit, which tooks tike 
something out of Reservoír Dogs. 
The other has what couíd be 
considerad a more neutral 
background. For the image at 
right, i used a 35-70mm zoom 
tens at the 35mm focat tength; for 
the more neutral shot I used a 
lOSmm tens. The exposure was 
the same for both. 

fn thfs case, one photograph 
is not better than the other, tut 
clearty. the photograph taken with 
the wfder-angted 35mm simpty 
convoy5 more information. When 
you take the time to know the 
\isions" of everypiece of cióse- 
up gear you own, the amount of 
cióse-up opportunities available 
to you does become truly 
unlimited. 


Right: Micro-Níkkor 35-70mm 
lens at 35mm. f/5.6 for 1/160 sec.; 
ieft: Micro-Nikkor Wbrrtm tens, 
f/5.á for 1/160 sec. 


HE OTHER REASON you wonT find the 
Word macro ín this book's titLe is 
because I ¡nclude an extensíve section 
on shooting close-ups with a wide-angle 
tens. I can hear the question now: Did 
Bryan just say ' shooting cLose-ups with 
a wide-angle lens"? Yes, I did! Shooting 
a wtde-angle is a worthy investigation 
ínto the reasons why most shooters donT—and why 
most shooters shouid begin to embrace their wide-angle 
as a close-up lens with fervor The world of wide-angle 
close-ups provides, in many respects, even more fertile 
ground* more as-yet-unexplored territory than the world 
we normalLy associate with "normal” cLose-up photography. 




close-ups with 
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WHEN YOU OPT TO USE a wide-angte lens for cíose-up work, 
do so wisely. Wlúe-angles are not the test choices foratl ctose-up 
compositions. As youll díscover, there are many eqiiiprrtertt options for 
achieving a close-tjp photograph: wide-angle, teíephoto, and dose-up 
lenses; extensión tubes: reversmg rings; and of course, actual macro 
tenses. When it comes to developing your "macro visión,"it ¡s, first and 
foremost, vitally important thatyou know—reaity know—the "visión" oí 
the many combinatíons oí lenses and accessories that are available. 
Understanding the visión of your equipment v\/ili not only enable you to 
make the o fien quick decisions necessary when a cióse-up opportunity 
presenta itseif ía butterfly just landed on that Hower 3 feet away from 
you!} but witt help you to understand which combination of ctose-up 
equipment wilt offer the righi angle ofview. More often than not, it is the 
angLeofview that has a tremendous impact on the background, and if 
there s one a rea fhats in consta nt need of your attention in cióse-up 
photography, its the background. 

Consider this example. Its a simple setup forsure: a single ñower 
anchored in a piece of putty, with a í/ery color fui shirt draped over an 


object [a lens, in ibis case} in the background. Notice that in both 
compositions the floweris the same size; it dearty filis the frame in 
both cases, yet its obviously cíear that the backgrounds are radically 
differenL What happened? i made the image opposite with a 35-70mm 
macro zoom set at Sbmm. I made the image above with a W5mm íeris. 
Since the angle of view is greater wífh the 35mm wide-angle lens 
(62 Negrees/ than with the W5mm ¡27 degrees}.! recorded a wider 
background in that image. And in this case, that wider background 
does nothing to visually help the ftower. Its simply a distraction, an 
eyesore, an interruption to what is an otherwise simple and deán 
shot of a tone ñower 

So this was not the place to pulí out a moderatety wide-angle lens 
andshoot a close-up, but it the dght place to choose the modérate 
teíephoto lens, which rendered the colorful background as an out-of- 
focus complement to the ftower due to its narrower angle of 

Opposite: Nikkor 35-7Úmm macro zoom lens at 35mm, f/8 for 1/3Q sec.; 
above: Micro-Nikkor W5mm lens, f/8 for í/30 sec. 
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Macro Lenses 


■ I ONESTLY, THE AMOUNT of close-up 

I and macro gear avaiLable for punchase 
I is a testament to the ¡nteresí in this area 
I of photography. You can buy inexpensíve 
I cLose-up lenses or expensive close-up 
í lenses !aka close^up filters), You can 
Ú buy a single extensión tube or a set of 
three. You can buy a reversing ring or bellows, and these 
punchases are soon foUowed by the need for a much 
more versatile tripod, a focusing raíl [or focusing stage, 
as Nikon calis ¡ti. And yes, 1 do know that, for alL of you 
married folks out there, buying more gear may put a 
strain on your marriage. But bey, look at it this way: The 
money you spend on equipment will save you thousands 
of dollars in marriage counsellng. Who needs counseling 
when youYe a happy spouse? 

If shootíng üfe-stze images and beyond is really your 
passion, then a true 1:1 macro lens will, in all likelihood, 
be part of your future in photography—perhaps even the 
amazing Canon 65mm macro lens that offers up 1X-5X 
magnifícatíon, Today's macro lenses. without the aid of 
additionaí equipment, allow you to focus from infinity all 
the way down to that honeybee, recording it as a Life-=s¡ze 
image. Or in the case of the Canon ó5mm macro lens, 
you can get a full-frame víew of the honeybee's eyebalL 
Macro lenses are commonly available in the 50-ó0mm, 
90-105nnm, and 180“200mm focal lengths. Plus, Nikon 
üsed to make a terrific 70-180mm macro lens. but it's 
now discontinued; if you should ever come across a used 
one through eBay or KEH Camera Brokers in Atlanta, 
you TI heve to put on your Speed Racen costume and act 
accordingly to increase your odds of becoming the lucky 
buyer 


WHAT DO i USE? 

Often, the size of the subject l*m photographing wtU determine 
whal lens I need to bring it 'up cióse and personal/' It's true 
that, more often than not. I witl be reaching for a telephoto Lens 
or a macro lens or some combínation of either wíth an exten¬ 
sión tube. Oíher times, I may reach for my digital poínt-and- 
shoot, the Leica D-Lux, with its amazing close-focusing [up to 
2 inches) wide-angLe lens, And as you'll see, l'U atso reach for 
my 12-24mm and even my full-frame fish-eye lens, with its 
amazing abiüty to focus as cLose as 4 inches and yet offer up an 
almost 180-degree angle of view! 



THE WORLD AS WE KNOW IT ¿e a hostite place if not for 
fiowers. Not oniy are fiowets a sign of the seasons, a reason for hope, 
hut they are often fragrant and, no doubt, a wetcome spot or splash of 
colorín the landscape. a garden, ora vase on the dining-room tabie. 

And not surprísíngly, they are one of the mosí photographed close-up 
sübjects, by amateur and professional photographers alike. 

Spríngtime biooms are reason enough to get out and shoot. 

This smalt witd grapa hyacinth was one of many ahng a slope in the 
countryside of the sotith of Franca, i was quick to place my Micro^Nikkor 
200mm tens on the camera and ¡sotate this one ftower. After checking 
my depth-úFfield preview, i conctuded that an aperture of f/8 test 
rendared the tackground out of focus white stitl recording a sufficient 
ares of sharpness on the fíower ti was a few moments tater that / felt 
compeited ío add some contrast to the background, and I dídn't have 
io íook far, as to my ieft were severa/ dandelions, Yeílow has always 
been a great contrasting color to thepurple hues, and it didn't 
disappoint this time either i took the picked dandeiion and simpty 
placed it approximately 8 inches behínd the grape hyacinth. As you can 
see. this spot ofyeltow really tivens up the overait composition. 


Mícro-Nikkor 2Q0mm lens, f/8 for 1/Í6Q sec. 
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IDERED BY MANY 
horticuíturists to b& one of the top 
fíve blooming trees in the woríd. 
the siík floss^ gets my vote, 35 
weii. Every September it puts on 
quite 3 show with its iarge 
crímson biooms and the daily 
actfvity of the hummingbirds ihat 
nest in it But just íike the rose, 
the silk floss Iree is not wíthout 
its thorns or, shaU i say, spíkes, 
as in yikes/ 

it v^as the spikes of the 
silk fioss tree, however, that 
compelieá me to take a much 
closer iook. Within minutes, I was 
aíí seí up with my camera, Micro- 
Nikkor 2Q0mm íens, and tripod, 
having sought out the campos/ffo 
you sea inside the white box in the 
image to the left A/of s[;rpns//igfy, 
3ñd to my deiight í might add, this 
macro shot gañera fes a Aosf 0 / 
variad responsos from students 
when i rotate it 90 ofegrees 
clockwise hppositel and ask, '^Any 
idea what this is7'‘ The most 
common responso is, 'Same kind 
oí cave with Btaiagmites?'^ 

Of course, having the benefít of 
the larger view, we know it s not a 
cave of stalagmites. (The original, 
horizontal orientation is the lower 
shot on this pagej 

Micro-Níkkor 200mm iens, f/l6 
for J/60sec. 
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Of the three macro focal lengths availabLe, and assuming 
you are going to buy only one macro lens, I wouLd strongiy 
recommend that you buy a lens ¡n the 180-200mm focal 
length range—but oniy if you're going to use it primarily in 
the great outdoors. Manufacturers of macro lenses in this 
focal length inelude the majors, Canon and Nikon, and 
the two aftermarket giants Tamron and Sigma. Canon s 
180mm ¡s. of course, made to fit only Canon camera bod- 
¡es. and Nikons 200mm is made to fit only Nikons. 
Tamron and Sigma both offer up the ISOmm macro Lens 
for Pentax, as well as the 180mm for Nikon and Canon. 
And, of course, they do so at a much cheaper cost— 
aLmost half, ¡n fact, which is some serious cash savings 
and no doubt worthy of your consideration. Does this 
lower price Indicate a major Loss in image quaLity [for 
exampie, contrast and sharpness)? Not according to the 
countless field tests that these lenses have been put 
through by the likes of Popular Photography and 
Shutterbug magazines, to neme just two. 

So, back to the 180mm. There are several reasons l'm 
so keen on using this focal length in the field: Your Lens- 
to-5ubject distance is greater without sacrificing image 
magnífication. You can record üfe-size magnifications 
and stiU have roughly 12 inches of space between you 
and your subject versus having only 2-3 inches of space 
between you and your subject when working with the 
macro lenses in the 50-105mm range. ín other words, 
youTl be able to record a Life-size image of that butterfly 
or salamander or garter snake from a safe distance. You 
can go about your business and they can go about theirs, 
and nobody's getting alL stressed out. 

In addition, after photographing that salamander, you 
can just as easlLy turn your attention to the rustle in the 
bushes behind you and focus on that white-crowned 
sparrow without having to stop and remove an extensión 
tobe or close-up lens, since all macros have continuous 
focus from infinity down to Life-size magnifications. And 
because of that continuous-focus feature, this same lens 
doubles as your primary portrait lens (for alL those times 
you get called upon to make head shots of the wannabe 
models living on your Street). 

And although these are good arguments for the 
180-200mm macros, the best argumení, to my mind at 
least, is this: Macro lenses in the 180“200mm focal 
length all come with tripod collars, and if you currently 
own a zoom lens with a tripod collar, you already know 



how easy and seamless it is to change from landscape 
mode to portrait mode [i,e., from horizontal to vertical 
orientation). Just loosen the collar, roíate the camera, 
and voilá, you\e changad modes. Considering the often 
tedious task of most macro shots [we do want to be pre¬ 
cise, after allí, imagine the hassLe that awaits you with¬ 
out the benefit of a tripod collar, when you now wish to 
shoot a vertical composition of that same horizontal 
close-up: Yikes and ugh, along with a few swear words, 
are the norm! 

Of course, I would be remiss if I didnT also address 
another unique feature of all macro lenses, Optically, a 
macro lens is "corrected" for flat-field viewing, allowing 
one to record sharper-than-normal images at all aper¬ 
turas. In simple tech-speak, you íl record edge-to-edge 
tack-sharp images of any and all objeets that Lie within 
that plañe of focus without the normal edge 'falloff' 
found when shooting that same subject with a single 
focal length or zoom Lens in combination with extensión 
tubes and/or close-up filters [close-up lenses]. 


30 EQUIPMENT 






WITH SOME DEGREE ofproddíng, most macro/close-up shooters 
wfíl eventually allow their own curiosity to take hold, and they wilí turn 
their macro íenses away from fiowers and natura subjects and toward 
the man-made woríd. Years ago, afterseveral years ofshooting mostly 
Howers, butterílies, and bees, in fací I hadan epiphany. I was involved 
in one oí those reaily minor tender benders in a mail parking iol and 
as iuck would have il my camera and Micro-Nikkur 55mm were in the 
trunk. t say luck because the accident was nof my fauit. and i wanted to 
be sure lo take a picture of the smali but still noticeabie damage to the 
right front tender of my brighl red Volkswagon Jetla ! had intended to 
oniy take one shol but f waB Boon immersed in the "beauty" ofthe 
damage. smatl as it was. Not only was some new textura reveaied {the 
shiny metal now exposed by the painf that had been scraped offl but 
some nice added color appeared {a deep yeílow color from the other car, 
which had teft its mark atop what red paint remained in the area of my 
damaged fenderl. 

Later that evening, t began to think more about other macro 
poBsibilities beyond the natural world. and within a íewdays l paid w/iaí 
would become a numberof víbUb to local junkyards and wrecking yards. 
Thus began my constant journey of always placing these iocations on my 
annual list of places to shoot. Severai years ago, a handful ofstudents 
and t carne across a wrecking yard in Petaiuma, California. After 
seeking permtssion from the ovvner fo enter, all o f us were soon 
immersed tn thejoy of shooting "ináustrial abstracts ." 

l carne upon an emblem, a hologram in fact, from a Honda. Soon, i 
was over the top of it wilh my camera and Micro-Nikkor TObmm iens. 
focusing as cíose as necessary to record the letter H. Since I was 



parailel to the emblem, i had no depth-of-fíetd concerns. so I chose the 
critical apertura of f/í 1 and Bimply adjusted my shutfer speed un til the 
camera indicated a corred exposure of 1/160 sec. 

Wíaf happened next is vitalty important. i knew when photographing 
the letter H that i had yet to focus as cióse as my lens would allow. f 
knew f could still focus even closer and perhaps record another cióse- 
up image, one that would be far more abstract than the letter H. t 
menUon Ihis for one good rea son: Most amateur and even professionaí 
shooters get so excited when they get their first macro lens that they 
fail to fullyreaiize its cióse-focusing poten tiai In countless warkshops, 
i've been invited by students lo check out a cióse-up image in their 
viewfinder. More often than not, t íike what they've done, but w/ien / ask 
if they ve considered looking al that subject even closer, they remark, 
"How can f do that?" l simpty repiy, "Keep focusing until you can focus 
no more ." To their surprise, they discover just how cióse--reaily cióse— 
they can focas, and thus opens up the real woríd of macro. 

So in my second shot, t simply focused as c/ose as í could get, which 
in turn rende red a much more abstract image of this Honda emhlem. 
Since my point of view was still parailel to the embiem, 1 again chose an 
apertura of f/11, but now my light meter indicated the need to chango 
my shutter speed from 1/160 sec. lo 1/100 sec. The reason for Ihis is 
simple: The lens was now extended farther; the light that would be 
Iraveling down the tens and onto the film or CCD took líon^erío arrive, 
so a slower shutter speed was in orden 

Left: Micro-Nikkor Í05mm feos, f/11 for 1/160 sec^: right: Micro-Nikkor 
105mm lens, f/11 for 7/700 sec 
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ONCE YOU*VE MADE THE DISCOVERY th3t most anysubjeci is worth at iaast takmg 3 lúok at with your 
rrtacro íen$, you can expeci to garner an odd Btare or two when shooting ín a reas where peopíe are out and 
abofJt Such was the case when / carne upon this downspout between two hoases on the most colorfuí ¡stand 
in the worid, Burano. italy. ffyou ve been to Btjrano, you can understand why my interest tn a siltyold 
downspout wouíd cause some unusual glances ifnot outright stares. For sure, there's so much more that one 


can fínd to photograph ¡n Burano, but obvíousíy, at toast on this morning, i couidn í move on untH ¡ had framed 
up what were some of the most coíorfut reñections found on this downspúuL 

Due lo the height of the subject t had in mind, ¡ had to extend the canter coíomn of my tripod, which is 
something t don 't recommend ortike to do because it has the potentiai to introduce “wobbie ' sínce the 
camera is no iongeras secare as it is when the center cotumn ís not extended. Fortunately, the concrete 
siáewaik underneath the tñpod was as siable as any concrete sidewaík could everbe. There was atso no wínd. 


and to be safe, / chose to use the mirror lock-up fealure on my Nikon D2X, thus further reducing the possibility 
of any vibrations. Due to the pipe s cyíindrícal natura, i needed to use a realty smali apertura to achieve 
sharpness throughout, especially near the side edges, where the downspout curved away from the plañe of 
focus. With my apertura set at f/32,1 adjusted my shutter speed until 1/4 seo. indicateá a correct exposure. 
With my camera ’s setf-timer engaged ío tíre the shutter iO seconds after í tripped the shutter reiease, I feit i 
had done alt that / couid to assure a tack-sharp image, and sure enough, I was happy with the results. 


Nikon D2X, Mícrü-Nfkkor 105mm tens, f/32 for 1/4 sec 
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4 chiíd is not a vase to be fiUed but a fine to be iit 

-FRANCOIS RABELAIS 

# 

Just as a candle cannot burn without fire, 
man cannot Uve without a spirituaí Ufe. 

-BUDDHA 

Genius is initiative on fire. 

—HOLBROOKJACKSON 

Love is the fire of Ufe; it either consumes or purifies. 

-UNKNOWN 
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SG MUCH HAS BEEN VVRITTEN ABDUT ^\Rí, anditsuseasainetafihúr 

endures, as the quotes on the fadng page show. 

t remember the moyie Quest for Fíre, as weíí, and although the 
dialogue was limited to grunts. groans. and screams. the message of 
fire's importance was made dear. of course, without tire íthe sunj 
we woutd not have the most essential ¡ngredient for image-making: 
light. So what better way to pay tribute to fire than with a single wooden 
match and a macro iens? 

With my camera and Micro-Nikkor W5mm iens mounted on a tripod. 
I tioed up a row of matches stuck in a smali mound of putty. The idea 
behind shooting a rowof matches was to convoy the idea of '‘catching 
fire/' but itjust ivasnV coming together to my tiking. i soon reaíized that 
once again, in art, less is more, and soon / was shooting a single lit 
match. 

t also noticed. whiie reviewing the rowof matches, that the 
extinguished match tips looked tike the remnanís ofBkulls. So this time, 
with my camera, ÍQ5mm lena, and the addition of three extensión tu bes. 



l was soon making a 3X magnification of a burnt match head. Heck. who 
knows? ifyou can sell a Frosted Flake in the shape of Itíinois on eBay, 
maybe there's a market for burnt matches that look tike skutls! 

ín terms of iighting. 1 used two Alien Bees from the company White 
Líghtning. one on each side ofme and pointed at 45-degree angles to 
the match. First, without benefit of strobes and with my camera in 
Shutter Fríanfy mode set to 1/125 sec., t lit a match and noticed that the 
camera indica ted f/11 as a correct exposure. Keep in mi nú, however, 
that this was the exposure just for Ihe fíame and not for the wood of the 
match ¡tseif I then turned on the strobes and took a flash mefer 
reading. setting the poweron both strobes in order for the flash meter 
to indica te a correct exposure at f/11. Vl/Ííea the flashes fired. this 
enabled me to record a correct exposure of both the fíame and the 
wooden matches. 

Left: Micro-Nikkor W5 mm iens: right: Micro-Nikkor W5mm lens^ 
three extensión tutes 
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Extensión Tubes 


■ XTENSION TUBES are accessories that 

you place in between the camera body 
and the lens to gain magnification. They 
are hollow tubes, meaning you aren't 
adding ary additional glass elements 
that could adversely affect image quali- 
ty. They come ir a range of sizes— 
12mm, 20mm, 25mm, and 3ómm—and can be stacked 
together or used singly. And yes, even those of you who 
have bought an actual macro tens should still buy at 
least one extensión tube—if not a set of three extensión 
tubes. You can, of course, buy just one. Just ask Canon or 
Nikon, and they'lL be happy to sell it to you, but where's 
the logic in that? Why buy Canon’s single 25mm exten¬ 
sión tube when you can buy a set of three extensión 
tubes from Kenko for about only forty bucks more? With 
Kenko, youTl get 12mm, 20mm. and 3ómm extensión 
tubes, and all of the “pins" [the contacts, see belowl are 
there, so it matches up with the Canon body and lens it's 
used with, and you don t have to worry about Tosing” 
your metehng. This same set of three extensión tubes is 
also available for Nikon and Pentax shooters at the same 
price. When you use all three tubes together, you have a 
total of 68mm of extensión available, and that s roughly 
three times more extensión than one Canon 25mm 
extensión tube. That translates into even greater 
degrees of magnification. 

So, just how does an extensión tube work? Simply 
put, the mechanics of most any lens work as follows: 
The farther away the rear element of a lens from the 
CCD or film plañe, the cLoser the lens witl focus. So. in 
theory, when you focus on something cióse—let's say, 
your daughter sitting in her high chair eating her oat- 

A NOTE ABOUT EXTENSION TUBES 
ANDWIDE-ANGLELENSES 

A wjde-angle lens for a digital camera [such as the 12-24mm 
rangel or a wide-angle lens meart for a 35ínm film camera 
[the 17-28mm range. for examplel will not be a ble to focus 
with any extensión tube because the focus point is now so 
cióse that you wouLd literally have to climb inside the lens to 
find it. 


meal—the rear element of your lens has moved farther 
away from the CCD or film plañe. So it stands to reason 
that if you could place some kind of spacer between 
your lens and camera body. you should be able to focus 
closer. This is why you could take that toilet paper core 
and, with an ampie amount of duct tape, secure it 
between your lens and camera body and fashion an 
instant super-close-up lens! 

The drawbacks to this are, however, far greater than 
the advantages: Although extremely lightweight, a toilet 
paper core doesn't hold up well in the rain, for example. 
It also is much lighter in color than the black camera 
body and lens; this is enough contrast to scare away 
macro subjects. And a toilet paper core is missing the 
pins (the contacts on extensión tubes that are necessary 
to maintain wide-open viewingl, so when you stop the 
lens down to increase your depth of field, the image in 
your viewfinder gets realLy dark. So the long and the 
short of it is. forget the toilet paper core and go with the 
heavy metal look of extensión tubes, which are impervi- 
ous to rain and do have the necessary pins that allow you 
to maintain wide-open metering. 

Okay, so now you place just one extensión tube 
between your camera and lens and you "push " the rear 
element of the lens farther away from the film plañe; this 
affords you a closer view, a greater magnification. of 
what lies before you. And when you stack extensión 
tubes, adding one on top of the other, your subject 
becomes even larger, since you're afforded an even clos¬ 
er view. Extensión tubes are wonderful, and must-have, 
additions to that telephoto zoom "with macro" that you 
already bought. An 36mm extensión tube [or múltiple 
extensión tubes! in combination with your Street zoom or 
telephoto zoom with macro allows you to record an 
extreme close-up—if not a macro shot [See page 158 for 
more on magnification ratios and extensión tubes.l 

The only drawback to extensión tubes is the decrease 
in light that comes with their use, which in turn affects 
viewfinder brightness and exposure times [requiring 
slower shutter speeds). Yet even these two very minor 
drawbacks are nof reason enough to forgo buying exten¬ 
sión tubes. 
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LET'S ASSUME YOU HAVE s Street or teíephoto zoom lens with 3 
macro functiofí. Chances are good that you can record art ifnage at í/6 
to í/4 Ufe size, and chances are aven better fhat you’ve aíready done so 
and made úlscovery f/íaí many times you canU gel as cióse as you 
want. /iíí that's missing is a set of extensión tubes! Dewdrops on blades 
of grass or íiower stems continué to be subjects that rnarty shooters 
eventualty mígrate toward, but often. the resuits are far from tulfilling 
as the photographer qukkty learns the macro feature on these zoom 
tenses is hardly macro at ali With the aíd of same extensión tubes, 
however, a macro shot ís just a few twists away. 

For these examples, t was shooting ai 50mm< ¡tfyou're shooting 
digitaiiy, set the focal iength of yoor Street zoom to JSmm, which wHí be 
the rough equivalent oía 50mm tens, and ifyouke shooting with a film 
camera, set the focal Iength to SOmmJ LV/fi? my tS-JOmm Street zoom 
at a focal Iength of 50mm and with one t2mm extensión labe, t was able 
to record dewdrops on a tone ñower stem but stiii too far away for 
mytaste ítop íeftl Ibis image ¡s af abovt a 1:4 magnificathn ratio. or 
1/4 Ufe size. When i combined the 12mm extensión tube with the 20mm 
tobe, l approached a iife-size magnification and got closer fo a far more 


fuifilting composition. But it w^asn í untH 1 placed three extensión tubes 
(a 12mm. a 20mm, and a 36mmj between the camera and iens that t 
wení beyond Ufe size (since the extensión of 68mm exceeded the focal 
Iength of SÜmmI and fuily realiied a frame-filling compositíom The third 
image ís at about 1.3X Ufe size. tn fací, the dewdrops are so ctose that 
you can see within the droplets the tandscape that lies behind them. 
Note that for ail exposures i used a tripod and the camera's mirror lock- 
up feature with an eíectronic cable ratease. 

iet s consider just how big this is in terms of magnification: Focal 
Iength "over’' mm Iength of extensión tubes equals magnification size. If 
50mm kver" 50mm of extensión equals 50/50 or 1 (h 1. or Ufe sizeL and 
we have a 50mm focal Iength "over“ éSmm of extensión, thatgets 50/6S 
or i.3ó:1^just a bit more than ¡.3X Ufe size. 

Top left: 18-70mm Iens at 5Úmm with 12mm extensión tube, iSO 200, 
f/22 for 1/15 sec.; top righf: 18-7Qmm Iens at 50mm whh 12mm and 
20mm extensión tubes, iSO 200. f/22 for 1/10 sec.; above: IB-lOmm Iens 
at 5Qmm with I2mm. 20mm, and 36mm extensión tubes. tSO 200, f/22 
for 1/6 sec. 
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THE DEWDROPS ALSO HELP ILLUSTRATE thedrawback to 
extensión tabes, tfyou're vsing aU three extensión tutes at one time 
with a modérate zoom or teiephoto zoom and, ofcourse, are on s tripoú, 
yoar cernerá and iens wHt experíence some seríous wobbte—or camera 
shake—if you press the shutter manually So, if you've ever waníed a 
great excuse to use a cabie reíease and mirror lock-up, this would be it! 

in the first photograph, i pressed the shutter reiease with my finger, 
and thah oícourse, introduced the wobbte factor Since the shutter fires 
right away after pressing the s/]uffer reiease, the exposare records the 
wobbte and not tack-sharp drops of dew on a ftower stem, in the second 
photograph hppositej, t chose to ase mirror lock-up and my etectronic 
cable reiease. 

And finsíly, don'teven bother trying to ase the depth-of-fieid preview 
button, as the íength of extensión tabes couplej::l a modérate or 
íelepj^efo zoom wiil eow render an exceptionatiy dark view as you look 
throagh the viewfinder—so dark, in fach that yoü might think your 
camera is broken, ISee page 98 for more on depth-of-fieid preview.) 

Both photos: 5Qmm lens, with llmm, 20mm, and 36mm extensión 
tobes, f/22 for 1/4 sec. 























EXTENSION TUBES VS. TELECONVERTERS 

Do not confuse extensión tubes wíth 1.4X, 1.7X, or 2X teleconverters, muUipüers, 
or doublers, as they re often caLled. Unlike a teleconverter, which ofoes have opti- 
cal glass in its constructíon. an extensión tobe i$ glassles^, as mentíoned on page 
36* (t ts nothing more than a piece of metal that places more distance between 
your camera body and lens la metal toileí paper core, if you wilt!. 

A teleconverter, with its piece of glass. on tbe other hand. increases the focal 
length of a gíven lens by 1.4, 1.7, or 2 times and introduces a possíble loss of 
sharpness if the optical quality is not" matched" to the Lens in use. That's why, and 
of course thís is just my opinión, you should use onLy those converters that are 
designed and buiU by the same folks who built your lens. if you have a Nikkor Lens, 
then use only a Nikon converter* 

So just by way of example, a 2X teLeconverter wouLd change a lOOmm Lens into 
a 200mm lens. 

You should give very serious consideration to using a Nikon TC1.4B or TC1.7B 
teleconverter (1.4X and 1.7X teleconverters, respectively] with your Nikkor 
70-200mm F2*8 íoom Lens. along with a 3émm extensión tube* Youll begín to see 
and record some truly beautifuL and muted tones of background color when shoot- 
ing those Lone flower compositions in the wild or at the Local park, if not in your 
own backyard* Ditto to Canon, Pentax, Sigma, and Tamron users* 


















ONE OFTHE SiTUATIONS in which} use an extensión tub& ¡s when 
shooting Howers with a teiephoto lens, Foryears 1 had used my 300mm 
lens with one 36mm extensión tube. and thfs combination would aiways 
''knock our my backgrounds of Sbrrounding flowers into wonderfül 
a reas of out-of-focus iones and color Several years ago, however, t 
picked up Nikon s truly amazing 200-400mm tele-zoom lens^ and /f has 
since repíaced the 300mm lens of yesteryear 

Like most teiephoto zooms, the 200-400mm also can focus quite 
cióse, rendering a reproduction of rougbiy 7:4 íor 7/4 Ufe sízel and it 
can do af aíi focal ienglhs. Stili the 200-40Qmm wili seldonn fiU the 
frame with that ione flower Bul with the addiiion of ihat one extensión 
tube (the 3émml i can once again isolate a ione flower against a 
background oftlurred color Take a look: With the lens at a 3ÚÚmrn focal 
length bul no extensión itibe. t was cerfa//7Íy abie to isolate this tone 


Iceiand poppy, hut not without also recording some competition both 
from background flowers and from stems that created some distracting 
Unes. The eye is hrever intrlgued by Une, drawn to it tike a moth to 
ñame, as they say Unfortunately, this image is not aboat Une but about 
color and texture, and I wanted a frame-filling flower shot. 

Adding the 3émm extensión tube was the simple soiution. This gave 
me optionsi / couid either íeave the lens at SOOmm and kvaíTí cíoser to 
the flower, or f couid stay put and shift toward the 400mm focal length 
to bring the flower cióser to me. In this case, I did the iatter, and as you 
can clearly see, the second image is all about a Ione iceiand poppy. t 
shot both images ai /// ? lo maintain a background of iones and shapes, 
but ¡ adjusted the shutter speed: The first was correctty exposed at 
1/320 sec., while the second image, due to the addition of the 36mm 
extensión tube, needed 1/250 sec. 
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Close-up Lenses vs. the Canon 500D 


F ALL THE MANY different tools avail- 
abte to achieve cLose-up photography, 
there is but one on my say-no-to list: the 
silly, useless, opticaLly inferior, and 
ridiculously cheap—both in price and 
quaüty—close-up filter sets that one 
can find at camera stores all over the 
World for around $40* Unfortunately, these sets are still 
a popular ítem with beginnlng photographers. How pop¬ 
ular? If buying or setLing these cheap sets were a crime, 
they'd need to build even more jails. Their quallty is so 
bad that youYe much better off putting that money 
toward a set of extensión tubes or the one and only 
close-up lens youTl ever need: the Canon 500D, which iTl 
get to in a minute. 

ALthough ! certainly discuss a variety of equipment 
by different manufacturers. when it comes to close-up 
lenses, my personal feeling is that Canon is kíng, It is 


the only brand to consider when buying a close-up 
lens. [Nikon, unfortunately, has ceased marketing its 
T-series close-up lenses, so like it or not, even the 
most die-hard Nikon fans are going to have to gíve at 
least this part of their business to Canon.) As of this 
printíng, Canon offers three close-up lenses [the 250D, 
the 500, and the 500D] in filter sizes ranging from 
52mm to 77mm. The 250D is recommended for focal 
lengths from 35mm to 150mm, and the 500 and 500D 
are recommended for focal lengths between 70mm and 
300mm. Since most shooters own a telephoto zoom 
that offers up at least 200mm, I recommend the pur- 
chase of the 500D only. (The 500 is a single-element, 
glass-constructed lens, and the 500D is a double-ele- 
ment, glass-constructed Lens, which translates into a 
wee-bit-sharper image.) The current price difference 
between the 500 and 500D is only about $20, so why not 
get the better-quality lens? 
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fo fame, not the ieast of which /s 
that íY rams ooe hack ofa iot. As 
theyBBy, Or&gonians afon Y íoo m the 
summertima, thay wat. Vfef baneath 
BÜ that ra'mfaik Oregon can boBSt of 
the fon^esf Í35Q^ miiesl, the most 
vaneó, and the most beautiful 
coBSÜme m the worlú. Having apent 
manyyears in Qregon, this wiil always 
be 3 huge part of my Ufe. if only in 
memory sin ce it waa along this 
coBStiine that I spent moch of my 
earty years honing my craft a a a 
photographer. 

Some ofmy favorita subjecta atong 
the Oregon coast were and stiU are the 
many ‘sand drawings ," This is a íerm / 
use to describe the varled designa in 
the sanó causeó by reaiiy smaíí miañó 
streams that fiow onto the beach and 
into the awaiting suri. These streams 
of water cut through the sandy 
beaches. ieaving behind a wealth of 
patterna, and are most prevalent at 
fow tide, since the streams have 
greaier diatances to traveí befare 
reaching the surf 5and drawings are 
test photographed when they are 
backtif which occtsrs in eariy morning 
as you shoot against the rising sun or 
in late afternoon as you shoot against 
the selting sun. This low-angied 
backlighting not onty renders these 
wonderfui designa stark silhouttes, 
but if Biso emphasizes their s^ncfy 
textores. 

Ort one particular morning a /ew 
years back, t was in one of those 
'Travefing fight" moods and had just 
my Nikkor 7Q-200mm zoom íens and 
the Canon 500D cióse-up fiíter. t spent 
no more than an hour, just after 
sunrise, shooting in and around Beverly 
Beach State Park, and of the many 
cióse-up discoveries i made in that 
one hour. none was more rewarding 
than this. Due to the síroog backlight, 

I had no troubte handhotding the 
camera for this shof despite finding 
myselfusirtg an aperture of f/22. Since 
i was shooting ai a slight angie, I 
needed the depth of field of f/22 to 
give me sharpness top fü bottom. With 
this aperture setting. I simply adjusted 
the shutter speed until 1/2QQ sec. 
índicated a corred exposure. 

Left: Nikkor 70-200mm zoom Iens, 
Canon 5000 chse-up filter, f/22 for 
1/200 sec. 
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Just like many other discerning professional shooters, 
\, too, use the Canon 500D (77nnm filter size) on my 
Nikkor 70-200min F2.S zooms. A few years back, and 
after spending but a few hours in the garden with my 500D 
cLose-up filter and my 70-200nim F2.8 Nikkor lens, I was 
hooked on the practicality of owning this close-up lens. 
Once 1 sat down in front of the computen, I could see 
sharpness that easÜy compared to the sharpness normal- 
ly obtained with my Micro-Nikkor 200mm Lens. The one 
drawback that I couLd find was that the 500D renders only 
a 1/3 life-size magnification, and thats when the 
70-200mm lens is set to 200nnm. But hey. if youYe not all 
about the itty-bitty crittters and are prima ni ly a flower and 
butterfly photographer, thís is one option to seriously con- 
sider in lieu of buying the much more expensive MÍcro“ 
Nikkor 200mni lens or the Canon 180mm macro Lens. 



Add into this equation the size and weight of this filter 
(pocket size and about the weight of a pack of smokesl 
and you're quíck to arrive at the same conclusión that I 
did and order one right away, When I find myself heading 
out the door ín one of my ’ traveling tíght" moods, I am 
quick to grab the 500D and put it in my front pants pock¬ 
et. Then l'm ready for all the butterflies that might come 
my way, gladly leaving behind the weight (2.5 pounds) of 
my Micro-Nikkor 200mm lens. 

Also, focus is continuous with this filter, meaning that 
when you find yourself shooting at a 200mm focal length 
at a distance of 7 inches, you can zoom back toward 
70mm and the focus distance is still the same (7 inches 
away), unlike with extensión tubes, which will find you 
needing to constantly readjust the focus every time you 
zoom to a different focal length. 

5ILVER FALLS STATE PARK coatinueB to be one of Oregon's 
best-kept secrets. íl is Oregon's largest State park, yet most outdoor 
enthusiasts prefer to trek farther north m and a round the famous 
Coiumbia River Gorge, That's fine with me, too, since then i don't ha\/e 
ío deal with any crowds atong the 9 míies of hiking traits in Sitver Falls. 
Plus, t don't have tú worry about being in people's way. or them getting 
in my way. when i stop to shoot any of the eleven very impressive 
waterfaits, 

Springtime is the ideal season lo visit Silver Creek ifyou want to see 
the walerfails flowing ai theirpeak, The sww/mefí from the Cascade 
Mountain Range causes the nVers ío swelk and the resuíting water Húw 
filis the canyons of Silver Falls State Park w/f/í thunderous roars. As 
the traít meanders down more than fiftystone steps, you arrive al a 
somewhat tevel dirt trail, and just a round the córner, you're met with 
the impressive roar of the 160-foot-tatl North Falls. tts one ofthose 
obvious wide-angíe shots where you can record the waterfalts top to 
bottofn. along with the surrounding forest; but on this day,! was 
determined to record an up-close-and-personal landscape, and / found 
just the right subjecti a salmón berry bush that was growing within 
inches of the traü. 

As you can see in the first example—and at the focal length of 
attempt at creating an up-close composition with focus 
on the salmón berry btoom fell a wee bit short of the goal: With my 
aperture seí wide open (f/Áj and the focus on the flower itselt I did get 
the visual weight on the flower, but it was still too small inside the 
frame. The soíution was an easy one: ío place the Canon 5000 close-up 
filter on my Nikkor l2-24mm lens. Voilál J was able lo place the 
emphasis on the flower yet do so within the much wider angle of view 
of Wmm. This isn't just a dose-op of a saimón berry bioom; rather, 
it's a dose-up oí a salmón berry bioom in the forest neara large 
waterfali This kind of cÍose-up photography jn my mind is akin to having 
your cake and eating it too, since you not only record an intímate 
ene ounte r with the ftower but aiso record "the story behind it." It's a 
way of iooking at the world í/iaí is still very new, and the possibUites 
are, not surprisingty, endless. 

Left: Nikkor 12-24-mm lens at 18mm: oppúsite: Nikkor 12-24mm lens 
at íBmm, Canon 5QQD close-up filter 
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THERE ARE. OF COURSE. many 
signs ofspring, not the teast ofwhich 
is the return offlowers, bees, and 
butterflies. And along many a 
swampy riverbank or pond, the 
dragónfly hatch ¡s tvelí on ¡ts way, to 
the delighf of frogs everywhere. Lyon 
toasts the ¡argest tirban park fn ati of 
France—one that aven comes cióse to 
rivallng New York Citys Central Park 
¡n siza Theres an abundance of 
critters every spring at Pare de la 
Tete d Vr, inciuding the dragónflíes 
that Uve on the edges of the several 
larga ponds that encompass the 
flower gardens, Seated comfortabiy 
on the green grass that runs up to the 
edge of one small pond, t spied 
several haby dragónflies basking in 
the warm glow of the morning 
sunshine. Dawn had just arrived, and 
at that hour, many inseets are a bit 
síow to up, alíowing the 
photographer to work at rather cióse 
rangas without fearofthe critters 
flying away. Like many humans i 
know, even bugs and ¡nseets are siow 
to wake up. 

Handholding my camera and 
Nikkor 7Q-200mm VR tens at the 
200mm focal iength, and with my 
apertura set to f/B, i foco sed as cióse 
as i couid, adjüsted the shutter speed 
unta 1/320 sec. indicated a correct 
exposure. and fired offseveraí 
frames. Needless to say, I naeded fD 
get cioser and filt that framef The 
composition to the left is mtich Uke 
sitting in the iast row of the fourth 
tevet ata iakers basketbatl game. 

Since / had left tbe house in one 
of my light moods ,' / had but one 
option to get cioser, ond it was right 
ínside my pants pocket; the Canon 
5Q0D close-up fiiter After threading 
on the cíose-up tens, t picked up and 
moved forward until the tens was now 
focusing at its closest foojsing poínt 
of 3 feet With the focai iength stUt 
set to 2QQmm, i got the composition 
as it was reaity meant to be. 

Nikkor 70-200mm VR lens at 
200mm, f/8 for 1/320 sec,; opposite: 
Nikkor 70-200mm VR iens at 2Q0mm, 
Canon 500D cióse-up fiiter. f/$ for 
1/320 sec. 

























































Canon 500D and the Wide-Ángle 


LTHOUGH THE 500D ¡s intended for use 
with a telephoto lens [as it says in Canon 
tech-spec sheets], 1 discovered one of 
my students, Donna Eaton, using ¡t on 
her wide-angle lens! When Donna 
explained that she used ¡t all Ihe time on 
her wide-angle. I couldn't help but ask, 
"Is it Sharp?" And she was quíck to reply, "Oh yeahl" 
Personalty—¡n one of the rare occurrences of me actual- 
Ly foilowing a manufacturer s advice—I had only used the 
Canon 50QD with my telephoto tens, but no more. The 
500D ¡n combínation with a super-wide. such as Níkon's 
12'-24mm lens, alLows for some wonderful up-close- 
and-personaL compositions; and, due to the wide-angle 
of view of that 12-24mm lens, I can teil stories that are 
even closer and more personal. [See page 64 for more on 
wide-angle lensesj 

The one and only word of caution that l can offer when 
using the 5000 on a wide-angle lens is this: First remove 
your UV or skylight fiLter. as the combínation of the pro- 
tective fiLter and the 500D will cause vignetting in the 
corners of your composition. In fact, the addition of any 
other fiLter, such as a polarizing filter, will also cause 
vignetting at the wíder angles, such as the 12-18mm 
range* and that ümits you to viewpoints of close-up sub- 
jects that are either frontlit. backlit, or under the 
umbrella of an overcast sky. (Since the best polarization 
effect is always found when the sun is at a 90-degree 
angle to you, sideüt subjects are always photographed 
with a polarizing filter—again, except when using the 
Canon 500D.1 



A LOW TI DE ALÜHG Oregon 's 
coastUne is always a great excuse 
to shúot wide-angle cíose-ups—¡f 
you re wiUing fo create your own 
composition. The reason / say create 
your own composition Is simple: The 
shot you see here is not one you'tl 
ever stumbíe apon when waiking 
along the more than 350 miles of 
Oregon coastline. Oh sure, you7í 
see your share ofsmalí rocks in the 
sand as low tide drifts even farther 
out, but 3 feather on any of f/íese 
smaif roc^s? Not on your Ufel Vve 
never hesitated in arranging, or 
fearranging, as necessary what 
Mother Na ture has bestowed upon 
US in order to convey an idea or 
create a shot Piacing this feather 
on this rock was ¡ust me doing w/)af 
Mother Na ture wouid ha ve done in 
3 perfect world. 

Ofcourse, t used a wide-angie 
lens to make this shot—but not 
without the aid of the Canon 50QD 
ciose-up filter My Nikkor 12-2ámm 
lens can onlyfocus down to 9 inches, 
and at the wide-angle viewof 16mm, 

9 inches away from this feather looks 
like 3 feetl With the addition of the 
500D filter, f was able to focus as 
cióse as 3 inches* With my camera 
mounted on my tripoá, and with f/re 
apertura set to f/22 and my focus at 
3 inches. I had only to adjusi the 
shutter speed untü a correct 
exposure was indicated. i might add 
that in a perfect world, one woutd 
also see a lone seagutl or fwo about 
Í5 feet into this composition. perhaps 
looking back toward the camera, huí 
unta i become truíy proficient in 
Photoshop. I will be resignad to doing 
most of my arranging and 
rearranging in-camera. 

Nikkor l2-24mm /ens. Canon 500D 
close-up filter, f/22 for 1/60 sec. 
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H OTS OF THINGS have changed in the 

World of photography since my first 
encounter with a real camera. Back in 
1970, I was using my brother's Nikon F 
and three lenses: the 28mm F3.5, the 
50mm F1.4, and the 200mm F4. When it 
carne to shooting close^ups, I of course 
always opted to use the 200mm lens, because simply 
enough, I seemed to be able to filL up more of my frame 
wíth the flowers in the ganden. A few weeks laten in that 
fateful summer of 1970, I was visiting my brother and he 
took me out to his ganden to ' show me a really neat 
tnick.” He took the 50mm lens off the camera and said, 
"Place the lens backward against the camera body and 
hold it tight and hold the camera with your other hand, 
and now take a look through the viewfinder and look at 
that daisy ín front of you/' Well, I did as he suggested, 
and when I saw the magnificatíon, the rest was history, 
as the saying goes! 

A few weeks after this life^changing, mind-altering 
event ¡n my brother s backyard, I was anxious to share 


my discovery with another photographer, a photogra- 
pher far more experienced than my brother and I com- 
bined. After I had shared myjoy“f]Lled discovery with him, 
he told me that what [ had just totd him was day-old 
news. He said, “Where have you been living, kid? Mars? 
Heck, everyone knows about that trick! ' 

At this point, I had two choices: go back to Mars or 
glean as much information as possible from this guy. 
Since I was as hungry for information back then as a 
bone-dry sponge is for water ín the Mojave Desert, I 
exclaimed, ‘ You're the man! Tell me more, 'cause i want 
to learn as much as I can!" Thanks to this guy, I got a lot 
of my darkroom questions answered that day (I was 
shooting black-and-white film back then and nnaking 
prints ín my home darkroom in the bathrooml, but most 
ímportant of all, he told me that Nikon made an actual 
reversing ring that would ailow me to reverse-mount my 
5Qmm lens on the Nikon camera body, freeing up both of 
my hands and making ít much easier to hold the camera 
and Work the Controls. Within a week, I had bought my 
first reversing ring. 



IFYOU WÁNTTO ENJOY 

hour& of uníimited discovenes 
that wiíi resuit in some of the 
most fluid compositions found 
anywhere, then orden up a 
reversing ring and thread it onto 
the front of a singie-focaNength 
wide-angle lens ía 28mm, 24mm, 
or 20mm, for exampie}. Reverse- 
moontiftg a lens to your camera 
will start you on one of the most 
sensual journeys you 
make as you go inside a 
blooming rose. 

Shots Uke these ask very little 
ofyou but give so much in reiurn. 
Shoot at or near wide open to 
keep the depth of field (imited to 
basically zero. This wiü definitely 
genérate a host of beautíful 
imagery. Opposite is my favorito 
of a señes of eíghteen images 
/ made with one pink rose in a 
small vase, natural light my 
tripod, and a reversad lens. 

24mm reversad wide-angle lens, 
ISO 200, f/2:8 for 1/30 sec. 
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Reversing rings allow you to attach a lens to a camera 
body in reverse, and when you do this you can often get 
üp to 4X magnifícation wíth standard (not specially 
designed for macro] tenses. Nikon and Canon both still 
make reversing rings, and my good triends at Adorama 
Camera also make their own brand of reversing rings for 
the tikes of Pentax and Minolta. Obviously. they are still a 
popular Ítem and a wonderfut and much less expensive 
entry into the world of close-up photography. 

Note that reversing rings are not intended to work 
with zoom tenses; rather. they are intended for use with 
single-focat-length lenses when that single focal length 
is less than lOOmm. And here is something else to con- 
sider: When you reverse-mount a wíde-angle lens. the 
magnifícation increases dramaticaily. The wider the bet- 
ter. I say. so if you have a single-focat-length wide-angle 
lens lying around—for example, a 35mm. 28mm. 24mm. 
or 20mm—consíder getting a reversing ring. Cali ¡t a 
cheap thrill if you want. but I have yet to tíre of looking at 
a rose at 3X Ufe srze when I combine my reversing ring 
with my oíd 20mm wíde-angle lens. So, reach back into 
that closet of yours or head up to the attic and blow the 
dust off that singte-focal-’length lens that you thought 
you d never use again—you got work to do! 


THE CLOSE-UP POSSfBILíTIES 

with just one simple Horei subject 
artd four baste pieces of equipment 
(camera, lens, reversing ring, and 
tripod} are endless. Álthough simiiar 
in content to the image on the 
previoüs spread, this interpretation 
of the subject has a different feel. 

24mm reversad wide-angíe tens, 
iSO 200, f/Z8 for 1/15 sec. 
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Point-and-Shoot Cameras 


BET YOU DIDISI’T THINK a digital poirt- 
and-shoot camera woutd be a piece of 
equipment deserving of consideration 
for close-up photography. I know I 
never entertained the idea either, until 
it was brought to my attention a few 
years back that some of these cameras 
can and do shoot at an amazingly cióse 
1 to 2 ¡nches from the subject. 

With the recent upgrades in the digital point-and- 
shoot arena—namely, the abiUty to shoot raw files and at 
over 10 megapixels—I was one of many photographers 
standing in line for the Leica D-Lux 3 digital point-and- 
shoot. Thís camera is amazing for a number of reasons: 
[1) It comes with what is, effectively, a 28-105mm lers 
(its 6.3-25.2mm lens is the equivalent of a 28-112mm 
lens on a 35mm camera] Then (2), it offers rear curtain 
sync with flash. And (3), it has Uve view (display of the 
image on the LCD screen as the sensor sees it), full 
manual overríde. and the Aperture and Shutter Priority 
modes found on most digital point-and-shoots. But most 
of all, 1 fell in Love with this camera's ability to focos down 
to an amazing 2 inches when at an effective focal length 



of 28mm. This ¡s a dream come true for me, as I now 
have a really super-lightweight 10MP camera that 
shoots great close-ups in raw format. 

Anybody who has shot with a digital point-and-shoot 
camera has already experienced. if not knowingly, some 
amazing depth of field with exposure times at which the 
camera is still easíly handholdable. Due to the digital 
point-and-shoot camera’s smaller sensor size, the depth 
of field at its usual smallest aperture of f/8 is actually 
cióse to //32 on a 35mm camera. In "exposurespeak," 
thats a gaín of almost 4 stops, which simply means that 
for those times when you want massive depth of field with 
your digital SLR IDSLR), you would find yourself shooting 
at f/32 at a shutter speed 4 stops slower than if you were 
making that same image with your digital point-and- 
shoot. for which you would be at f/8 ín that situation, 

This means that with the point-and-shoot not only do 
you get to record some amazing depth of field but you 
can do so at relatively fast shutter speeds! If you've ever 
wanted an excuse to shoot some amazing close-ups, I 
can think of no better reason than this bit of news. So, if 
a particular digital point-and-shoot model offers close-up 
capabilities, you mighl consider buying it for this reason. 


DIGITAL POINT-AND-SHOOT CAMERAS 

have maáe great Btñúea in the past fewyears^ 
nafñely in their ab'úity to offer up a iarger image 
size and to shoot raw files. Plus, atong with its 
WMP raw file size, the Leica D-Lux 3 that t love 
so much has a 75-degree angie of view. IVs a 
camera that's permanentiy attached to myside, 
hanging from my belt in its case. On more than 
one occasion, /Ve used this camera to record a 
number of reatly exciting close-ups, inciuding 
this one ota 'saimón. "After watking my 
daughter to school one morning, í carne apon a 
dry and faidy targe paint spill, which / surmised 
was the handiwork ofsomeone who got a bit 
caretess at a nearby construction site. The red 
reminded me of a bright red salmon^a coho, 
in fact—and f reached for my Leica. With the 
camera in Aperture Priority mode and the 
aperture set to f/b.i, t símply heíd the camera, 
sguatted down. and focused on the red paint. 

Leica D-Lux 3. f/5.6 for 1/250 sec. 
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IFYOU DO HA^E 3 dfgital point- 
dnd-shoof camera that can take 
ctose-ups but you don ’í have a 
local ouidoor fruit and vegetable 
market nearby, consider heading 
off to your iocai grocery store to 
capture some truiy great close-up 
shots in the produce section. 
Composftions made in (hese 
locations can add some vibraot 
splashes oí color to those kltchen 
walísf Due (o the small size of 
most digital point-and-sboots, 
you ll sQon find that no one pays 
attention to you and what you're 
shooting the way they might when 
you stroit through the markets or 
produce department with your big 
btack iowepro camera bag and 
that big biack DSLR hanging 
around your neck! fn addltion, just 
iike a DSLR, these point-and- 
shoot cameras ait offer various 
whfte batanee ¡WBl settings, and 
in some cases, you can even shoot 
raw, as t did here with my Leica 
D-Lux 3: SO, even ifyou don 't get 
the WB quite right when shooting 
in the SLfpermar^eí, you can 
always make the correetiúns in 
postprocessing, 

Leica D-Lux 3 with lens al é.3mm 
¡equivalent of 28mn^}, ISO 400, f/4 
for 1/25 sec,. Apertura Priority 
mode 
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RECENTLY, IN THE PARKING LOT ofa hotel near Chicago s O'Hare Airport, /noticed that 
spmeone had paid horrtage to the (wo masks that have come to symbotize the theaterand its two 
majar categories—comedy and tragedy—on a shuttíe bus's taiiíights fsee hoxedarea opposite}. tt is 
ctose-vp opportunities Uke these that remiod me why i'm gíad t take my Laica point^and-shoot with me 
just about everywhere. 8eing able to shoot dose-ups from a distance oí 2 inches and al the wide-angíe 
focal iength has aiíowedme tú capture images that I wouidn't ordinarUy be abte to shoot with such 
spontaneity. Considering the overcasf wintry conditions, this was one very simple Aperture Priority 
exposure: once t set the aperture to f/5.6, / just framed the image and pressed the shutter ralease. 

Laica D~Lux3, f/b.6 for 1/125 sec. 
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PERHAPS YOU^VE ALREADY NOTÍCED, huí ifnot, texture is a very 
important parí ofciose-up photography, andyou can count on me being 
tn yoar córner if all you want to do is fill your frame with ctose-ups oí 
textures. Textores ignite our sense oí touch. They fempt us and add 
visual appeal toan írnage, 

On a v/intry, rainy day in iyon, France, I carne upon what was once 
a blue fruH cartón that housed red apples at the market. Handhoiding 
my Leica D-Lux 3 and with the camera set in Ápertore Prlority mode, I 
ctiose íM, hunched over the smashed cartón, and pressed the shutter 
re^ease, aííowmc; f^é camera to select the correct shutter speed of 
Í/6Ú sec You couid say that this is truty a simple image; yet due to 
its textures. its an image about Jeelings. " 

Leica D-Lux 3 with iens at ó.3mm íequivatent of 28mml ISO 200, 
f/4 íor 1/60 sec., Apertura Pñority mode 
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VARIATIONS ONATHEME 

Sometimes, within the variety of cLose-up subj^cts you find, 
a particular subject calLs out to you for continued explora- 
tíon. For me. it is individual letters and portions of words 
that are getting most of my attention of late, Atlestmg to 
this interest are the índvidual Letters introducing the text for 
most of the topics ¡n this book, These are all close-up photos 
Tve taken over the years, many with my Leíca D-Lux 3 
pojnt-and”shoot. 

My fascination with lelters has enabled me to put 
together flve complete alphabets. with each Letter ir each 
alphabet being entirety difterent. Some may ask, Why 
wouLd anyone need not one but five complete alphabets?" 
Stríctly speaking as a commercial photographen these let¬ 
ters do have valué in the marketpLace, particularly ín the 
graphfc design communíty. Sut hey, if nothing else, at least 
Fm ready should the need ever arise to put together one 
heck of a ransom note[ 

Focusing on one subject in greater depth is a good exer- 
cise vísually and photographicatly^ and it can tead to a more 
complete apprecEation of the subject. This journey of being 
on the constant tookout for new Letters has really opened up 
my eyes to the ímportance of communication and language 
ítself, Where wouLd man be wíthout an alphabet?! And then 
there's the 'art ' ín the Letters themseLves. As any graphic 
designer or typesetter knows. Letters come ín a host of 
styles, designs, and coLors, and one could easily argüe that 
each Letter has its own Language. The letter A, wíth its two 
convérging sides, is a Letter of movement but is also atable 
(as evidenced by the "bridge" connecting its two sides). The 
inspiration for the A-frame house* it is a cozy letter in whích 
one can take refuge. The letter C is open, untike the Letter 
0, which is cLosed. The letter S is snakelike. it meanders, 
wfthout worry; it is carefree, it throws cautíon to the wind. it 
is the rivers and streams. The letterZ ís simply a very deci- 
síve S; it wastes no one's time, it ís matter of fact, it is what 
it is. Of course, Fm just having fun with the symboiism of 
Une he re. 

George Eastman Loved the letter K, consídering it "such 
a strong and decisive letter" that when it carne tíme to 
nanne his new company, he simply told his feLLow board 
members that he didn t care what they named the company 
—as long as the ñame began and ended with the Letter K. 
Thus was born a ñame known the world over[ Kodak. 

For me, letters provide a iifelong photographic opportu- 
nlty! And I wouLd encourage you to explore, in depth. a sub¬ 
ject you Leve—even if it is just usíng your point-and-shoot 
camera, It wiU heighten your awareness of your surround- 
ings. challenge your eye, and improve your photographic 
skills overalL. In fact, usíng the point-and-shoot may gEve 
you a bit more flexibility in capturing unexpected subjeets. 



Abúve: Nikon D2X, Í05mm íens, 
ISO ÍOO, f/13for 1/160 sec. 
Apenare Prioríty mode: 
opposite: ieica D~Lux 3 with lens 
3 t ó,3mm íequivóient to 28mml 
ISO WO, f/2.8for í/500 Bec., 
Aportare Priority moáe 
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Wide-Angle Lenses 


ERTAINLY. ! CANT SERIOUSLY be sug- 
gestíng that great close-ups await any 
photographer who pulís out his or her 
wide-angle lens, can 1? You bet I can— 
and l'd go even further by stating that 
the wider the angLe, the better the 
close-up! I recommend the 12-16nnm 
range; for this, a 12-24 zoom lens is most common. With 
fill-the-frame SLRs and DSLRs, I recommend the 
15^24mm range, for which a 17-35mm zoom Lens is 
the best. 

One of the biggest hurdles aLL photographers will have 
to overeóme is their aversión to the wíde-angle lens and, 
more precisely, the misunderstood visión of the wíde- 
angle lens. Most shooters have this reaction to their 
wide-angle lenses: “What's up wíth my wide-angle lens? 
ALL ¡t seems to do ís make everything smalL and distant! ' 
AH the more reason why my suggestion that the wide- 
angle Lens is good for close-ups ís met wíth such sur- 
prise, But hear me out; after you do, you may not make 
it your number one chotee for close-up work, but I do 
believe you will look at the world with a whole new 
appreciatíon of how wonderful the wíde-angle lens is. 
You just need to embrace and begin to see—really see— 
the tremendous potential of this lens for close-up pho- 
tography use. 

One of the biggest advantages wide-angle lenses have 
over telephoto and macro Lenses is the abíLity to capture 
a much, much wider angle of view yet still rendar an up- 
close^and-personal interpreíation of the subject. 
Depending on the lens and manufacturar, a wide-angle 
lens may focus down to 9, 7, or even 4 inches. It is story- 
telling imagery at íts most intimate! A storytetUng image 
is símply one with a great opening tiñe Imain subject) 
along with the rest of the story [the background). What a 
wíde-angle does is offer up this ímmediate and some¬ 
timos much larger foreground, with a bit more depth of 
field than you would ever get with a telephoto lens, and 
this is worthy of your consideration when you want your 
close-up subject to have a sense of place—for example, 
a mushroom against a background of surrounding forest 
as opposed to just the mushroom. 

Developing a visión for the wide-angle lens isn't as 
hard as you might think. It involves truly understanding 
wby wide-angle lenses “make everything small and dis- 
tanf'—the often-heard complaint. The reason these 
lenses do this is the very reason you should use them for 


close-up photography. Wide-angle lenses do push every¬ 
thing in a scene to the background, so to speak, because 
they expect you to place something of great importance 
in that now empty and immediate foreground—and I 
can't stress immediate foreground enough, since therein 
lies the key. 

Imagine for a moment that you’re getting your Living 
room ready for a party, a party that will find everyone 
dancing on your living-room floor. What do you do with all 
of the furniture? You push it all to the back wail, which in 
turn opens up the floor so that now there is lots of room 
for everyone to dance. It is initialty an empty floor. and TU 
be the first to admit It looks wrong; the empty floor does 
cali attention to the fact that no one ís dancing. But here 
comes one couple, followed by another and another, and 
before you know it, the floor Ís filLed with dancing feet and 
looks üke a fun place to be! Start thinking of your wide- 
angle lens in the same way, The "visión" of the wide- 
angle will push everything back soLely because you are 
planning on having a dance party in what is initialty an 
empty foreground—but not for long, of course! 


AS YOU MAY RECÁLL frorrt earUer photo^, Silver 
Faiís State Park is one of my favohte haunts when I 
find myseif out n/esr Thats particutariy true in the 
fati when the big-ieaf maple trees that Une SUver 
Creek put on their colorfui show. Their muitihued 
dispiay is a welcomed con tras t to the many Dougias 
fir trees that grow there. On one such visit, i found 
myseif once again getting down iowand up cióse and 
personal wíth numerous maple leaves that had falten 
upon the stippery rocks below. With my camera and 
í2-24mm lens on trípoda 1 set my focal length to 
14mm and my apertura at f/22. I also aligned my 
focus of 3 feet direcUy above the distan ce marker. 
{Found on every lens, the distance marker is the 
white mark ¡ust in front of the feet/meter indicator.} / 
was then able to crea fe a compasition of immediate 
foreground texturas and color iSee page 66 for my 
depth-of-fietd focusing tip.j 

i should also mention that i did use a polarizing 
fiíter here. which knocked down a considerable 
amount of gray glare that was being reflected off the 
wef and was the result of the cíoudy and rainy 
sky overhead. With the poiarizing filter in place, f 
adjusted myshutter speed un til 1/2 sec. indicated a 
corred exposure and shot severat frames. 

12-24mm lens at f4mm, f/22 for í/2sec. 
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OEPTH-OF-FIELD TIP 


Oepth of fieLd is covered more compLetely startíng on page 94, 
büt for now, here s a típ. When shooting storyteUing composi- 
tions in whích you want as much front-to-back sharpness as 
possibLe and are wonderíng where you should focus. follow 
this fooLproof 'formula" that s guaranteed to work each and 
every time: tf youVe using a Lens with a 75-degree angle of 
view (18mm on the digital 18"55mnn zooml, first set Ihe aper- 
ture to f/22 and then focus on something that s approximately 
5 feet from the lens. Then, if youVe shooting ir manual expo- 
sure mode, adjust your shutter speed until a correct exposure 
is indicated by the camera s meter, and lake the shot. !f you're 
shooting in Apertura Príority mode, simply shoot after setting 
the aperture. sínce the camera will set the shutter speed for 
you. Your resulling depth of field will be approximately 3 feet 
to infinity. 

If you're using a Í2-24mm digital wide-angte zoom, and 
you're at focal Lengths between 12-lómm, set the lens to f/22, 


focus on something 3 feet away, and follow the remelnlng step 
as mentioned above. Your resulling depth of fieid will be 
approximately 2 feet to infinity. You musí turn off autofocus 
when you do thís. 

Ifs very important to note that once you’ve sel the distance 
to eilher 3 feet or 5 feet Idepending on your focal lengthl, most 
of the image you see through your viewfinder wiU appear out of 
focus. You will be tempted to refocus, butdon'fj The reason the 
image in the viewfinder looks out of focus is because you're 
viewing this scene at a wide-open aperture, and at the wíde- 
open aperture you will see onfy what you've focused on. Since 
you've focused the lens at either 3 feet or 5 feet. everything 
else in the viewfinder shoufd appear out of focus. But—and this 
is the important point to remember—once you press the shut¬ 
ter retease. the lens will stop down to the aperture of f/22, and 
at that point, and not before, the promised depth of fieid will be 
recordad. 


I 
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DEVON, ENGLAND, is the 
home to Buckfast Abbey. It ¡s aiso 
a major stop on the touríst routes, 
as evidenced by the many cara in 
the parking lot Assuming you, 
too. are one ofthese toarists. how 
can you come away with a truiy 
comp&iíing shot of the abbey. a 
shot that wúüid soggest that the 
abbey was visited byyotj and you 
alone? Keeping in rrtind the idea of 
‘pusbing atl the furniture to the 
back watt in the tiving room ," you 
can then ask the inyportant 
question^ tV/)ose leer wiit be 
dancing in the foreground? To my 
mlndr the geraníums were the 
perfect subject—the feet, ifyou 
wilt i got down low, and voHa. the 
tow point of view and the immense 
foreground of geraniums all bul 
turnad a humdrum h^iew of 
Buckfast Abhey into a posteará 
shot ofa pristine spot with no 
tourists. 

To get this íow view. i lay on 
the ground and bandheíd my 
camera, f preset my focas, 
aligning 3 feet directiy above the 
distance marker. and with my 
apertura set to f/22, I was assured 
of recording a depth of fieíd from 
2 feet to infinity. as this image 
clearly shows. Once my apertura 
was set i mereiy adjusted my 
shutier speed untií 1/60 sec. 
indicated a corred exposure and 
pressed the shutter ralease, 

20mm íens. f/22 for í/60 sec. 
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so. HOW DOES HDR SOFTWARE WORK? 

What high dynamic range (HDR! software does behind the 
scenes. whíLe you sip coffee and stare at the computen, is gen¬ 
érate a single exposure by takmg only that area that's correct- 
ly exposed from each of the múltiple shots you load Ínto the 
program and then combíning thesé'pieces of correct exposure 
into a single image- There's much more to Learn aboul HDR, of 
course, and thís is nol the book for that, but if you are interest- 
ed in learning more about ít, consider buying MichaeL 
Freeman's book Mastering HDR Photography. 
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' stiíl remeins a very v'md memory, and it was during this trip that { 

photographed the New York City Bkyline from the once "dangerous'' Brooklyn side of the East River. The year 
tvas i 933, and a great deal has changad since then, both in the skyline and the crime rate, Th^ Twin Towers 
are, of course, no iongerpart ofthe skyline, and the once-burned-out and "condemned'‘ Brooklyn warehouses 
are now refurbished taft apartments fetching an easy milUon doílars^and there is no shortage of buyers. 
There are fríendiy waterfront promenades, complete with outdoor concerts, playgrounds hr the many families 
that have moved to the neighborhood. and paths forjoggers and blcycUsts. 

t returned to this area recentty, and as i looked outacross the East River toward Manhattan, t was struck 
with an idea intended to hint at global warming. What if the East River just evaporated? As you can clearty see 
in the first photograph, there s a large bed of river rock leading up the river itself ¡t wasn 't iong before i found 
myself digging a smaií hoie in the rocks where I could place my camera and 12-24mm tens. This assured me 
of two things: ¡1} a low viewpoint that woutd hide the river and (2j a close-up composition ofthe vañed rock 
textores and Iones. Wíth my lens at a Umm focal length and myaperture set to f/22, i aligned 3 feet directly 
abave the distance markerand was almost ready to shoot. I sa/aLmost because ¡n this particular instance l 
was going fe shoot an image that woutd laier be processed asan HDR image ¡meanmg multipíe exposures 
would be combined in postprocessing to achieve the fuit range of tones that the human eye sees in a scene, 
without over- or underexposurel 

HDR stands for hígh dynamic tange, lV/?en shooting a given composition with the intent of making an HDR 
image, you will, in all likelihood, shoot at least five exposures, iínot seven: in some extreme cases, you may 
even shoot nine, What this simply means is that you will bracket each exposure normally by a futí stop, both in 
the plus/i- hr overexposurel and the minusA (or underexposurel categories. Por example, in this shot, my 
meter ¡ndicated a correct exposure of 1/125 sec. i knew this woutd not be a correct exposure, however, 
because l was shooting ínto some very bright clouds that the sun was behind. My foreground rocks were not 
going fe 5e correctly exposed because there was far fes5 light on them than what was in the sky. The same 
was true for the backlit buildings and the Brooklyn Bridge, which would all require a different exposure time 
to record as a correct exposure. 

So with HDR in minó, I did the following bracket: I shot my first exposure at the indicated meter reading of 
f/22 for 1/125 sec. í then took three additional exposures on the minas lunderexposure} side: f/22 for 1/250 
seCr, f/22 for 1/500 sec., and f/22 for Í/WQO sec. Next, / took three more exposures on the plus loverexposurej 
side: f/22 for 1/60 sec., f/22 for 1/30 sec., and f/22 for í/15 second. Once l rofumeí^ borne, i loaded ali sei/e/i 
exposures into a software program callad Photomatix fwww.hdrsoftxoml and wilhin 10 minutes andafter 
following a few very simple prompfs, they were merged into the "single' final exposure ofthe Manhattan 
skyline you see at left. 

Some of you are no doubt wondering why I didn't bracket my exposures simply by changing my aperture. 
The reason is that since 1 wanted the greatest depth oí field possibte (2 feet to ¡nfinityh l didht daré bracket 
with my aperture. Ifyou finó yourself in situatlons where bracketing is a musí, consider brackeUng with your 
aperture only if depth oí field is of no concern at all, otherwise afways bracket wíth /our sh utte r speed. 


12-24mm iens at Umm, f/22 
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WILDLIFE: DO NOT DISTURB 

There is a tremendous responsibiLity that I feel at times in writ- 
ing a phatography book, not the [east of which is that I bave to 
have my facts righl so that no one is mísled into betieving 
something that just isn t true. ff you've read any of my other 
books, or have just discovered me now. you know that l'm a big 
believer in "moving" my subject, or adding or taking away an 
element or two, if il means getting a better shot—as long as ít 
does noí change the truth of the photograph. For example, íf I 
carne upon a perfectLy colored autumn Leaf sitting on a Log, I 
would have no probiem moving that leaf farther up the log tf I 
felt that its placement there would result in a much more com- 
peUing composition, in the case of the starfish composítion 
opposite, I had no reluctance at all in moving the starfish a few 
inches to the left, placing it where you see it here. Bul had this 
starfish been cürgíng to any of the distant rocks, where they 
are normalLy found,! would have done my best to make do wíth 
a composition from that area—never entertaíning the thought 
that I could just rip if off the rocks and place it wherever I 
chose. Getting a shot "at aLl costs” is not an oplíon when pho- 
tographing Live subjects, 

If you want to ge! that wíde-angle close-up of a mother 
robin feedíng her babies in the nest, make the effort to build a 
small blind and make the investment to fine the camera with a 
radio remóte trigger release from 30 feet away. Certainly. you 
would not take kindly to someone walking onto your property 
and grabbing your kids and photographing them down at the 
local park. My rule is reaLly quite simple: If ít has a heartbeat— 
Ofp at the Least, is a livíng subjectr“do/?'f evict it from its home 
or move it to the other side of town. Challenge yourself ínstead 
to fínd points of view and Lens cholees that car stili convey 
compelling composítions. If none exíst, move on, and save the 
'if only' story for your next roundtable discussion on the 
morality of image-making. 


SEAL ROCK^ OREGON, /s home to 
numerous sea Uons, and U ¡s al&o a great 
place to capture coas tal íandscapes that 
seem íikeyou shot them at 1 miliion years 
B.C.p wUh thek prehistoric-iooking rocky 
outcropp'mgs, Foiiowing a realíy íow tide 
one morning severaí years age at Seal 
Rock, / dfscovered one purpíe starfish 
sitting somewhat UsÜessly in the shallows 
of 3 íarge tidal pool. I must adnnit, t picked 
it úut from the tidal pool and, for se vera í 
minutes, piaced it in various neárby 
ÍDcations in and around the sandy beach 
as you see here. íBut píease read the 
information in the box to the left and 
aiways approach and treat wUdUfe íoglcaüy 
and with great respecí J 

With my camera and 12-24mm lens 
on tripod, I chose a low viewpoínt and also 
a vertical composition to place greater 
emphasis on the starfish. With my lens at 
Umm and myaperture at f/22, í aligned 
my focos 3 feet directíy above the distance 
marker. í was aímost ready to shoot, but 
since i was shooting a sidelit scene, I 
needed to calí upon mypolarizing füter. 

Due to the strong eariy-morning sídelight 
comíng in from the left, ! knew the ríght 
sides of my starfish would record foo dark, 
since they were in shadow, but the solution 
was an easy one: I popped open my 36-inch 
collapsibíe silver/goid reflector that l keep 
in my camera bag and heid it just oui oí 
camera range to the right ofihe starfish. 
Jhis adúed gold fiti iight that easiiy "Med 
in' the darker sides of the starfish. fSee 
page 78 for more on reflectors.j Finally, 

¡ was ready fo shoot. So / adjusted my 
shutter speed untií 1/30 see. indkated a 
correcí expos u re, 

12-24mm lens at lómrn. f/22 for 1/30 sec. 
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The Fish-Eye 


ERHAPS THE MOST surprísing thing 
about the fuU-frame fish-eye lens is its 
abiLity to focus as cióse as 4 inches fronn 
the subject* Equally surprising for the 
first’time user is the bending of the 
horizon Line that occurs with this lens. 
And the bending is further magnified 
when one tilts the lens at angles of 30 to 45 degrees to 
the horizon. In my mínd, it s a welcome “ global” view that 
this lens provides of up-close-and-personal subjects 
while still rendering the whole scene ¡n exacting sharp- 
ness. The only caution I would offer is to really check the 
edges of your viewfinder before shooting, as you may 
discover your own feet or other unwanted elements 
showing up near the bottom or sides of the frame. It truly 
is a wide angte of view. 



IT^S ÁLWÁYS WiTH ME. my fish-eye lens. 
Bnd / embrace its visión with great enthusiasm 
when the right ianúscape presente ¡(self—or 
when i wish to distort, to yatten up/' a núrmaUy 
familiar suhjecL When seeking out iandscapes, 
t'm aimost atways looking for those sceríeí 
that are almost devoid of any "living-room 
furnitítre": deserte, prairles. piains, and of 
course coastlines. Imagine myjoyat eoming 
apon a dead rockfish. washed ashore from w/rtaí 
/ surmised was a meaí fif oníy a hite or two} for 
the many sea liom that Uve out on the rocks 
adjacent to Oregon 's Yaquina Mead Ughthouse. 

A fuii-frame fish-eye composition of a fish7 
Who would thought? Crouching down /ow 
and moving cióse, i set the lens to its smattest 
aperture lf/22l. focused on the fish. and 
adjusted the shutter speed until 1/30 sec. 
indicated a correct exposure. As the waves 
carne in. I fired offseveral trames each time. 

Fish-eye lens. i/22 for 1/30 set. 
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THERE ARE MANY NATURE PARKS in Floridas Fvergtades, and one such iocation 
provided anather opportunity lo put the foli-frame fish-eye to work. On this particular 
ahernoon, there were a number of cormoranís drylng out their feathers whiie sitting atop a 
smaíl fance bordering the main path that ran throughout the park. i was amazed athow c/ose 
these birds wouid let me get so cióse in fact that ¡ was soon reaching formy físh-eye /ens. 

The bird on the fadng page ailowed me all the time in the world to shoot this close-up, 
whimsical portrait Handhotdlng the camera, t set the aperture to f/22 and focused as cióse as / 
could-^A inches, in fact. After that, i simpíy adjusted the shutterspeed untii 1/60 sec. indicated 
a correet exposure and fired oíf far foo many trames ía total of seventy-seven expostires, to be 
exactl Sometimes. when the sitaathn before me just seems too unreaí, t get caught up in ¡t, a 
bit more enthusiastic than the scene really warrants, to the point where i just start firing off 
shot after shot withoat stopping to ask ínyself, "/s this reatly necessary?'‘ in this case, it 
certainiy wasnX since this was hardlyan acthn-filled subject Heck, the bird just sai there 
the entire time! tt had no plans to move, fly, or do anything but keep its eye on me. And seveníy- 
seven exposures laten what did i have to show for my e//orís? Some seventy-six additional 
s/ioís that are 99.9 percent exactly Uke the one yon see here. 

Fish-eye tens, f/22 for 1/¿Q sec. 
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REVERSIMGTHEPOINTOFVIEW 

Not oniy does the fi 5 h-eye Lens aLLow for some fresh close-up 
views of the world in whích we live but it can aLso offer up any 
number of what does the world look like from the point of view 
□f... ' possibilitjes. Again, due to its really wide and sweepíng 
Vision, along with its cLose-focusing [4-inchl capabilities, this 
lens can go just about anywhere and offer jp that reversed 
point of víew. You know/ v;hat that maíLbox Looks Like, but if you 
could squeeze into the maiibox, what view wouLd be offered up 
when the postman deLivers your mail? What Is the matlbox s 
view, if you will? If you could crawl insíde a very large shoe, 
what woiild you see when the foot enters the shoe? If you could 
sít way back on the refhgerator sheLf, what view would you see 
when someone shows up for a 2:00 am feeding? If you could sít 
on the end of the spoon. what view would you have when your 
daughter takes her cough syrup? What víew would you see if 
you were the end of a needle about to give someone a shot of 
novocaine? What does the office garbage can see when you 
Ihrow a wad of paper into it? 

If your camera has a seLf-timer and rear curtain sync (when 
you need \i¡. you can find out. You can re-create my pizza setup 
at left in any number of situatíons. Ask lots of questions. Use 
your imagination. 


IF YOU COULD CRAWL inside your oven, what Wew would you 
have when someone takes out a cooked pizza? 8efore resting my 
camera and fuli-frame fish-eye iens on the boitom rack at the 
back ofthe oven, f engaged the camera s buHt-in flash, setting ií 
to rear curtain sync, and puf the camera in Apertura Priority mode. 
l chose an aperfure of f/íé for máximum depth of fíeid and 
prefocused the camera to its shortest focus point of 4 /oches* 
{Autofocus was turnad off, as usuail in addition,! engaged the 
camera's setf-timer to fire 5 seconds after 1 first pressed the 
shüffer nelease. Ali that remained was fo expíain to the model that 
he needed to just stand there for a few seconds, acting as if he 
were about fo take the fresh-baked pizza ouf of the oven. Getting 
my model to do exactiy as I d;recfed was the easiest part of the 
shoot since the model in this case was me! Holding the pizza with 
one hand and firing the shutter release with the other, t held the 
pose you see here for 5 seconds. and voUa. 

For those who don't know about rear curtain sync, here's a 
brief explanation of how it works: instead of the flash firing at the 
beginning of the expos ure, rear curfam sync triggers the fiash to 
fire at the end of the exposure* With the camera in Aperfore 
Priority mode, the initial exposure took into account the light 
outside the oven in my wefí-f/f kitchen. which was the avaitabíe 
light on me. Then af the end ofthe exposure time, the flash wenf 
off and iiluminated the /nfer/or o/fhe oven, along wkh the pizza 
and my hand in the oven mitt. Easy stuff—really, It is! tPS. Never 
put your camera in a hot oven. This oven may appear hot, bul trust 
me, it was af roono temperature^in fact, it wasn'f even furned 
on. The glowing red coils were achieved in Photoshop via an 
ad;t;sfmenf fayerand shíftmg the red in the Color Balance menú.} 

Fish-eye lens, f/16 for 1 second 
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Reflectors 


ECENTLY, rVE SEGUN TO embrace and 
trust Nikon s ¡n-camera matrix meter- 
ing System with a greaten fervor than 
ever before, As you may have noticed, I 
shot many of the photographs ín this 
book in Aperture Príoríty mode Ifor 
which the photographer picks the aper- 
ture and the camera/Light meter picks the shutter speedl 
But even though my dependence on manual metering 
has lessened, I still find that ¡Es necessary to meter in 
manual exposure mode when l'm presented wíth 'diffj- 
cult" exposures, 

Difficult exposures aren't difficult because i can't 
decide how much or how Little depth of field I need or 
because I can't decide if I should freeze or imply motion, 
but rather because of the lighñ Sometimes, despíte 
Nikon's famous matrix or Canon's reüable fíve-point 
metering, the light meter will still be fooled and renden 
an exposure that's either too light or too dark. [When 
postprocessíng my raw images, I can sometimes get the 
heLp 1 need when I really blow an exposure, but agaín, I 
have to ask myself* "Why not get it right in-camera 
rather than spend aU the time needed to correct it ¡n 
Photoshop?") 

A classic exampLe of a difficult exposure is the backlit 
ftowen Backlit flowers can produce some powerful and 
emotion-filled imagery—if you know where to take your 
meter reading, if you know where to "place the sun" 
compositionally speaking, and if you are willing to use a 
reflector. I say w//f/ng because reflectors are a necessary 
evIL Granted, they're really üghtweight and easy to 
attach to, and carry along with, your camera bag¡ but just 
like a tripod, a reflector is one more thing that you have 
to fiddle around with before you can take the image, and 
to the frustration of many first-time shooters, getting the 
once smalt and compact reflector back into its neat üttle 
pouch becomes a daunting task. (Get out the video cam¬ 
era and photograph one of your fellow photographers 
strugglíng to return the reflector to its compact size, and 
l'm Gonfident you will win a top prize on Americas 
Funniest Home Wdeos!) 


So. what exactly is a reflector? It s a circular piece of 
highly reflective fabric stretched tightly over a coUapsible 
metal ring. The fabric is either shiny gold, shiny silver, or 
a sheer white materiaL Sizes can range from 12 Inches 
in diameter to up to 3 feet. When pointed toward the light 
source (the sun, in most outdoor cases), the reflector 
acts ükes a duU mirror, reflecting back much of the 
ambient light onto the subject. Of the many reflectors on 
the market, my personal favorite, both for its size and 
functionality, ís Adorama Camera's Flashpoint 22" 5-in-1 
CoUapsible Disc Reflector, which offers transLucent, 
white. black, silver, and soft goLd surfaces. 
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photogrdpher DewiÜ Jones carne 
out with a book entitled What the 
Road Passes By, ft rnspíreú me tn 
many ways. not the least of which 
was by showing me the fiches 
that one couid find in any number 
oí roaásíde ditches. Whether it be 
the quiet ditch oí a coufjíry road 
Oí the noisy and sometimes 
breezy ditch otan ínter State 
highway, t have never been 
disappointed by the images f 've 
made in a ditch with the aid oía 
macro lens. This ís ene such 
example, but it did require the use 
of a reflector. 

With my esmera on tripod and 
sef to manual expasure mode, f 
determined, with the aid of my 
depth-oMieíd preview batton 
Isee page 98}. that an aperture 
of f/11 wouid rendar the needed 
sharpness in the subject yet still 
keep the hackground in reíative 
obscurity. ín addition, my 
experience with green tones 
has taught me to seí an exposure 
at -2/3 from wrtaí the meter 
mdicates w/ierf green is a 
dominant factor. So. although the 
meter totd me that at f/1 ? / couíd 
record the exposure at 1/200 sec., 
t chose to shoot it at -2/3. which 
was i/320 sec. As you can see 
opposfte. the subtle backíight 
created rim light around the 
edges of the subject By 
comparison. with the siíverside of 
my reííecfor in place / was abie to 
better illuminate the somewhat 
darker front side of the backiit 
subject The exposure was the 
same in both examptes. 

Both photos: 2QQmm macro lens. 
f/i i for 1/320 sec. 
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THE CLAIM TO FAME of 

low-3ngled bsckUght is that it 
iiíuminates Ihe fiowers before you 
with a glow that oniy backíight can 
produce. It's vital to stress the 
WDrds low^angLed here, since 
most shüts kke these are oníy 
possible shortiy añer sunrise or 
just behre sunset—when the sun 
is low ¡n the sky (and when most 
shooters prefer to be sleepiog or 
eating dinnerj. But ifyou choose 
to head out and shoot ai these 
’tirnes of day not onty wHi you 
come back with same dynarnic 
images, but you ivon’f have to 
jockey lor positíon sínce youli 
have the en tire meadow or pubtic 
garúen to yoursetf! 

Backíight can iead to 
siihouetting. which might not 
aíways compiement your subject. 
When i made these images, f 
mounted my Nikon D300 and 
l2-24mm lens on tripod, with 
things set to manual exposure 
moúe. i chose an apertura of f/16 
and adjusted the shutter speed 
unta J/500 sec. indicated a correct 
exposure. The first atíempt was a 
fairty dynarnic exposure of the 
backlit, translucent poppies and 
biue sky, with that portion of sun 
that i aUowed to "sneak " into the 
shot by simpiy choosing a point of 
víew that blocked most of the st/n 
behind the main Hower. 

The second aitempt /s f/ie 
same exposure fcuf is stronger 
due to the addttion of the reflector 
With it,} was able to add same f ÜL 
light into the foreground and 
record an image in which hoth 
frontiight and hacklight are 
present The main flower still 
glows with backlighting, but it is 
not obstructed by siihouetting; 
and the color and atl the 
interesting detaiis ín the 
surrounding flower stems 
are now visible. 

Both photos: Nikon D300 and 
■}2-24mm lens, f/ló for 1/500 sec. 
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SHOULD YOU FIND YQURSELF shootmg close-ups of ñora or fauna 
or non-natur-e abstracts at or around midday on sunny days, you'li 
be deaiing with a lot of ligbt and shadow, and sometimes, fhis contrast 
Í5 not welcome. You‘U wish you couid tone things down a bii andyou 
car} with the aid of that 5-Ín- í reflector You wouíd use the translucQnt 
surface, which will diffuse the iighl sofl^^ihg the shadows and, fn 
effect, mimickmg the Ught ofa tríght overcast day Thats what 
happened here. I placed the coloreé penctís on a íaMe near a western- 
facing window and discovered that the mídday Ught was same what 
harsh, When I positioned the franslucent reflector directty overhead, 
thu5 biocking the suntight, the Ught became much softer. Note that in 
adáfUon to the reflector, l also used a tripod. 

Above; Nikon D2X, Mícro-Nikkor W5mm lens, f/22 for 1/60 sec.: 
right Nikon D2X, Micro-Nikkor J05mm lens, f/22 for 1/20 sec. 
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EAR5 AGO THERE WAS a fuLl-page ad 
that showed up in a number of maga- 
zines and newspapers with the foüowing 
headline: A Lazy Man s Way to Ríches. 
The ad promised that for a mere $29.95 
(or perhaps it was a bit more! "miUion- 
aire secrets" would be sent immediate- 
ly to you, and that if you followed therm, step by step, you 
too would soon be a millionaire. Since I never responded 
to the ad's offer, I cannot attest to the secrets' success. 
but I can attest to something else: If you head out the 
door with a ring flash at the ready^ you will quickly dis- 
cover the lazy man s way to riches, photographically 
speaking. The ríches to which I refer are freedom and 
sonne really beautifuL Üght. 

Imagine being freed up from using a tripod because 
your shutter speeds are cLoser to those safe and hand- 
holdable speeds of 1/125 or 1/250 sec., all the while 
using apertures as small as f/lb to //32 with ISO 200! 
Imagine being freed up from having to find a way to get 
your diffuser in position so that you can soften the light! 
Imagine sleeping in for a change and planning your 
flower shots at midday! Unheard-of. right? 

These are just a few of the 'r¡ches“ to be discovered 
when shooting macro shots with a ring flash. Unlike your 
camera's built-in or shoe^mounted flash, the ring flash 
itself is normally comprised of two half-circLe flash tubes 
that are embedded in a hard plástic circular housing. 
This hard housing threads onto the front of your lens, 
while the power source with ¡ts single power cord is 
mounted on the camera s hot shoe. The ring flash was 
originally invented by a dentist for dental photography, 
but as with most ¡nventions, one thing led to another, and 
now the ring flash has become one of the more popular 
macro accessories, if not a must-have. 

As many of my readers already know from my prior 
books, l've never been a big fan of electronic flash, and 
truth be told, it wasnT until the fall of 2007 that I actual- 
ly took the time to discover just how "rich" I could 
become from the use of a simple ring flash, l've spent 
many a day and eveníng since that time reflecting on 
what is now a very passionate relationship with my ring 


flash, and there is this sense of loss that I feel at having 
waited as Long as I did to embrace its use. It is really that 
important, that vital, that good! Needless to say, I do sug- 
gest that you consider plcking one up for yourself, and 
the good news is that* as of this printing, you can find one 
for under $100. Recently, I Ve been using a brand called 
Phoenix, which l picked up at Adorama Camera in New 
York for $88. and it continúes to serve me really well. 

Every ring flash provides even illumination—shadow- 
less, in other words—and this is particularly important 
when shooting contrasty macro subjects, because the 
flash will evenly light things. doing away with harsh con- 
trast. Additionally, because the flash is literaliy wrapped 
around the front of the Lens* ít is amazingly cióse to the 
macro subject, and this in turn aÜows you to shoot at 
some really small apertures lf/'i6 to f/32\. The resuLt is 
some great depth of field. And the best part of all is that, 
since you're using flash, youTl find yourself shooting al 
the fast flash sync shutter speed of ai least 1/125 sec., if 
not 1/250 sec., depending on your camera. At these shuí- 
ter speeds, who needs a tripod?! 


LATE ONE AFTERNOON, I carne opon a dsad 
blackbird> How it died í have no idea, but the 
ñies had arrived in forcé, and it was the stark 
green and bluish flies that caught my attention. 
With the ring flash mounted to my 1Q5mm tens. 
my aperture set tú f/22. and my shutter speed 
set to the flash sync speed of 1/250 sec., / moved 
in as cióse as I could focos, reodering 1.5X 
magnificatlon, and fired off severai shots. 

A shot like this would be next to impossihie 
to record without ring flash. Why? Because, ¡n 
this case, natural iight levels were really low: 
the dead bird was under the shade of a free. and 
it was about 7:00 pw. if / ísad had my tripod and 
if / were going to shoot in only availabie tight, ! 
wouid stili have had to rely on this fiy to sít very 
sídí for what would have been f¡22 af ?/4 sec. 
Consideríng the feast this ñy was sitting on. f/iaf 
wasn f going to happen. 

Mícro-Nikkor W5mm iens. f/22 for 1/250 sec. 
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RING FLASH: MY PERSONAL CAVEAT 

I do find. one drawback with the ring flash in Low líght, and l'Ll 
be the first to admit that it s strictly a personal one: J don t üke 
unnatural black backgrounds, but Ihey can t be avoided when 
shooting with ihe ring flash in Low líght, A simple Law of using 
flash is the followíng: Correct exposure is based on the flash- 
to-Süb]ect distarce, noí camera/lens-to-subject distance. 
Since the ring flash is mounted ríght at the end of the lers, it 
is, at times, a mere 2 to 3 inches from the subject, Thís is par- 
ticulariy true when my Micro-Nikkor lOSmm is rendering a 
subject at 1:1 or greater magníffcatíor: at these cióse dis- 
tances, the aperture opening must be quíte smalL (f/16, //22, or 
even /732I to maintain a correct exposure of thís very cióse 
flash-to-subject distance, Sure, it s good news most of the 
time, since most of us wouLd prefer greater depth of field, not 
Less; but when shooting at these smaLL apertures in low light, 
and due to the ümíted distance that most ring flashes can 
reach, the background is quick to fall off into underexposure— 
and this underexposure is símply recorded as a black back¬ 
ground, 

Again, It s strictly personal teste, as I know of other photog- 
raphers who go out of their way to shoot ir Low light to make 
sure they do record a dark, if not black, underexposed back¬ 
ground. They íove the contrast of their welL-lit subject agaínst 
this black ground. but for me, although the flash output from 
the strobe is really a soft líght. it is still 'flash" üght, and when 
seen against these black backgrounds. ít is a Look thafs just a 
wee bit too artificial To be cLear, l'm all for black backgrounds. 
and ['ve shot my share of black backgrounds under availahie 
Líght, but these subjects have etther been sidelU or backiit with 
the golden líght of early morning, and they símply look far 
more natural 



TAKE A LOOK AT THE LIGHT IN THIS SCENE. One gtance at 
those shadowB and youli recogníze ¡t as midday tight. And with midday 
light come those often-harsh shadows that can quickiy spoH a macro 
shot. Núrmaily, m my pre-ring flash days, í wouíd find myseíf on fnpod, 
hoiding my smatt diffuser disk over the rose to reduce the harshness 
of the suns tighL í m sore. however. that l won‘t be reaching for my 
diffuser nearly as often now that /Ve discovered the benefits of the 
ring flash, 

¡t shoiild be easy ío see the chango in iighting in these two cióse- 
ups. in the top image, the re dearlyare both light and shadow, yet in 
the bottom shoi, the light is even and soft The difference: ring flash, 
Without ring flash, I chose f/22 to allow for máximum depth offield. 
Since f was in Aperture Pnorffy mode, the camera seíecfed 1/lOÜ sec. ¡ 
framed the shot without a trlpod and fired off severai exposures, With 
ring flash on my lens and the power source a top my hot shoe, i had the 
same f¡22 aperture and the shutter speed set to a sync speed of i/250 
sec, Due to the flash, the shadows were all but etiminated, rendering a 
much softer kinder rose, ts this easy or what? 


Opposite top: Micro-Nikkor W5mm lens, f/22 for 1/iOOsec,, Aperture 
Priority mode; opposite bottom: Micro-Nikkor 105mm ter^s, Phoenix 
ring flash, f/22 for 1/25Q sec. 
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Tripods 


■ ASICALLY, DESPITE the recent addition 

of a ring flash to my cLose-up system. 
there s stiU much cLose-up photography 
that almost always demands the use of 
a trípod. More often than not, close-up 
Work requires exacting sharpness and 
crystal-c[ear detaíLs, and that meaos 
that one should strive to use the lowest ISO possible, to 
keep noise Levets (grainl to the absoLute mininnum. 
(Granted, technoLogy has advanced, and one can now get 
some truty low-noise images even at ISO 1600 with 
Nikon's D3X—but at a cost of $5,000 as of this printing. 
Until this technoLogy finds its way into the $1,000 digital 
cameras, l'm using ISO 200 on my Nikon D300J 

!n addition. since so much close-up photography 
involves incredibly short working distances, depth of 
field is at a premium. The "massive" depth of field here 
Is often no greater than 1 ¡nch front to back. and this is 
with an apertura of f/22! The combination of a Low ISO 
and smaLL lens opening means that exposure times 
between 1/30 sec. and 1 second are the norm—and are 
far too slow to handhold. 

I've learned many valuable lessons from my own pho- 
tographic experiences over the last thirty years, and 
there's one thing that stands out with absoluta certainty: 
DonT go cheap when it comes to buying a tripod* Cheap 
is anything less than $300 for a tripod and Its reLated 
head. Believe it or not. tripod/head combos that cost 
under $300 wiU only perform for about two to three years 
with normal use. You are better off buying one tripod that 
costs you more up front, because in the Long run, youTl 
be money ahead. I have students who are on their fifth 
tripod because they were trying to "save money." Better 
to do it right the first time. 

Of the many tripods out there* you should give serious 
consideration to ones with carbón fiber legs. Carbón 
fiber is much üghter in weight than Steel, and if you plan 
to use your tripod religiously, the last thing you want Is to 
be weighted down more than necessary. In addition, con- 
sider the hetght of the tripod. YouTl want ¡t to be sitting 


at chest level when all three legs are extended. YouTl 
also want a tripod with legs that "click out," allowing the 
tripod to go almost down to the ground. 

As far as tripod heads, youTl want a ball-head model 
that offers a quick-release mounting system. A ball head 
[sometimes seen as balthead] is the only type of head 
capadle of allowing the camera and lens to move freety to 
get the often difficult and precise points of view required 
in close-up photography. The re are severa l well-known 
ball-head manufacturers, including Kirk Enterprises, 
ReaLLy Right Stuff, and my favorite, Arcaíech. 


I RECENTLY PURCHA5ED a Canon 5D aiong with 
the Canon á5mm F2.8 macro íens, which—are you ready 
for this?—can capture IX to 3X image magnífication. The 
65fnm has proven to be a very chaltenging lens to work 
with for severaí reasons: You must have absoíute dead 
calm—no wobbies, bumps, breezes, or vibrations 
aUowedf in addition, since depth of fieíd at f/ló and IX 
magnification is at a máximum of 1/4-inch, can you 
imagine what the depth of fieíd must be at f/16 and 5X 
magnification? Darn near nonexistenh which further 
demands not only precise focusing bul an equally precise 
point oí v/ew, and the only way yot;V/ ever get both of these 
fíecessary components is with a reaiiy sotid tripod head tn 
combination with a focusing rail fsee pago 901 Then there 
is One other consideration: a ring flash or something aíong 
the Unes of Nikon's dual-strobe macro íighting setup, the 
RICT Trust me, at magnifications between 2X and 5X, the 
avaiiabte light levels are extremely low. 

For this shot, f made use ofail this equipment Here's 
how it worked: With my focusing rail on the tripod head, i 
mounted the Canon 5D bodyand Canon 65mm TX~5X 
macro lens with my Phoenix ring flash attached. With the 
apertura at f/1á and shutter speed set to a flash sync 
speed of Í/20Q sec., i was almost ready to shoot. t just had 
to make sure that {was exactty parailei to the subject and 
that my focas was precise, both of which I achieved by 
adjusting the tripod batí head and the focusing rail. With 
the camera s mirror tock-up engaged, I fired off several 
frames at a magnification near áX (four times Ufe sizel 
What iooks to some Uke pieces ofraw hacon or prosciutto 
are, in fací, the whole-wheat flakes found in some granóla. 

Canon 5D, Canon 65mm macro lens, f/16 for 1/200 sec. 
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HAT rVE FOUND is that, in addition to 
the tripod. there are, of course and very 
appropriately, those "smaller things" 
that come into play if you want to 
improve your odds of achieving razor- 
sharp close-up images: the cameras 
built-in self-timer, the camera s mirror 
lock-up featore [not on all cameras], a cable release, 
wireless remóte triggering devices, and the focusing rail. 

Whether or not you use any of these tools will depend, 
tn large measure, on your shutter speed. Obviously, if 
you're handholding your camera because you feel the 
shutter speed is fast enough to allow this, then none of 
these tools will be needed. But there will be many times 
when your shutter speeds will be far too slow for you to 
handhold your camera and may even be slow enough to 
require the use of a cable release and mirror lock-up. As 
a general guide, if your shutter speed has fallen below 
1/60 sec,, you shoutdnot be shooting wfthout a tripod, and 
if your shutter speed falls below 1/15 sec., you should 
always be using a cable release or the cameras self- 


timer, along with the camera's mirror lock-up feature if 
the camera has it. 

When there's any wind at all, do not use the self-timer. 
In aü likelihood, your subject is being affected by the 
subtlest of breezes, and when the wind dees stop 
momentarily, you can't afford to have an additional delay 
of 2 Of 5 seconds for the self-timer to fire the shutter 
release because the wind could easily pick up again— 
and if it does, it wiü do so right at the moment the expo- 
sure is being recorded. 

Regarding the focusing rail, this is a truly practical 
Ítem if most of your close-up work is indoors and/or sci- 
entific in nature. It is attached to your ball head, and then 
the camera and lens are attached to the it. Ifs like attach- 
ing a pair of ice skates to a tripod-mounted camera and 
sending it out on the íce. You can now easily tweak the 
position of the camera left, right, back, or forward by the 
simple twist of several knobs on the focusing rail. With 
magnifications beyond 1:1, precise focus and the correct 
point of view are an absoluto must. and nothing makes it 
easier to obtain both of these goals than a focusing rail. 


WHEN YOUR DOCTOR SAYS 

you need more fiber in your diet, 
iook 00 íurtherthan the WQ 
percent whote-gram gooáness of 
a stice of whoíe-wheat breed. At 
4X magnificatioo, thats ¿orne 
serious fiberI In addition to the 
Canon 65mm macro iens, / did 
use a ring flash tripod, and 
focusing rail. 

Canon 5D, Canon 65mm macro 
íens, ISO 200, f/16 for 1/UO sec. 
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Depth of Field 


NDENIABLY, workrng at the cióse cam- 
era-to-subject dístances required in 
macro photography differs greally from 
shooting 'normal" scenes, particularly 
in aperture choíce and the resultant 
depth of field (front^to^back sharpness 
in an image). Thts brings me to the first 
optical law you should learn: The cLoser you focus on a 
given subject, the larger the subject and the shallower 
the depth of field. That's both good news and bad. ft's 
great if you want to see somethíng up cióse, but it's bad 
if you want lo see it all in crystal-clear sharpness. When 
you are cióse up. depth of field is always shallow, so get- 
ting everything in focus is chalLengíng and not always 
possible. 

¡n addition, the distribution of depth of field in close- 
up photography differs from that in normal photography: 
In close-up work. the depth of field extends equally in 
front of and beyond the subject; in other words. half of 
the area of front-to-back sharpness will be in front of the 
subject, and one half will be behind it, In regular photog- 
raphy, depth of field is distributed one-third in front of 
the subject and two-thirds beyond it. This needs to be 
taken ínto account when deciding where to focus. 



BUSHES OF LAVENDER 

bordered the deck around the 
swímming pool at my hotel in 
Provence, and due to the Bweet 
fragrance and perhaps even 
sweeter néctar, the ftowers i^^ere 
abuzz with bees and buiterfUes. ft 
dldn't take tong at ali to ftre offa 
number oí frames of butterfíies 
intent on ‘filllng tbelrcops ' 
and paying no attention to me 
whatsoever f sfmply heid my 
camera, and with the aid of the 
DOP button ¡see page 981, / 
surmised that f/8 was the ríght 
aperture and adjusted my shutter 
speed un til 1/250 sec. indicated 
3 correcf exposure. 

Nikkor 70-200mm tens, Canon 
500D close-up filter, iSO 200. f/8 
for 1/250 sec. 
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Correct vs. Creatively Correct Exposure 



0 DOUBI you may have already discov- 
ered that the slightest shift in point of 
view can change the point of focus dra- 
nnaticaUy in macro work* So can the 
aperture choice. For this reason, [ want 
to make one thing perfectly clear: The re 
Is a correct exposure, and then there is 
the creatively correct exposure. Every picture^taking 
opportunity—whetheryou're shooting close-ups or not— 
offers up no less than six possible combinations of aper- 
lures and shutter speeds that will result in a technically 
correct exposure* Yet, more often than not, only one, or 
possibíy two, of these combinations will be the creatively 
correct exposure. 

Is there a way of knowing befare you take the picture 
which one exposure is the most creatively correct? Yes. if 
you use an important feature found on many SLRs and 
DSLRs: the depth-of-field preview button. ITl geí to that 
on the next few pages, but first take a look at these three 
images to see how important aperture is. 


WHAT'S NOT SHARP IS JUST 
AS IMPORTANT AS WHAT IS 

Distance and apertura pLay huge roLes not onLy in what records 
as Sharp on the charge-coupled devíce (CCDI or on film but 
also ir what doesn^t record as sharp. Knowing thts. exploit the 
background when shooting close-ups. A simple change in the 
sharpness or blurriness of the background can affect the final 
image ín a profound way 
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ALL THREE OF THESE IM AGES are exactly same exposure, meanirtg the quantitativs exposure valué of 
each apertura and shatter speed combo ¡s the same. However, you can cleariysee that vísuaüy, they are each 
different The first image was taken at f/5.6 for 1/500 sec.. ¡he second af f/11 hr 1/125 sec., and the third at f/22 
for 1/30 sec. Ágain, their quantítative valué {$ the same, which is to say that the volume of light that hits the 
sensor (or fitml is the same. The difference can be seen ¡n the effect on the background: In the first image, the 
background is limited to subtie out-of-focus iones and no distinct shapes^ in the second, the background begins to 
offer up a bit more information, and by the third, it's clear that the background consists of other nearby fiowers. 

three are a correct exposure, hut as ís often the case, onty one or same times two are the creativeiy corred 
exposure. (Note that f took atl three phofos wifh my Nikon D2X and Micro-Níkkor 200mm lens on tripod.] 

Opposite: f/5.6 for 1/500sec.; above: í/11 for 1/125sec.; right: f/22 for 1/3Q sec. 
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The Depth-of-Field Preview Button 


DITE AMAZINGLY, the general consen- 
sus on the depth-of-field preview button 
is that ¡t is a useless tooL I couldn't dis- 
agree more! Also known as the DOF 
button, the depth-of-fietd preview but¬ 
ton (s one of the most usefui tools found 
on many SLRs and DSLRs, yet you 
wouldn t know it based on the huge amount of confusión 
it causes for many amateur photographers. But trust 
me, if your camera has a DOF button and you actually 
team how, where, and when to use ít, you'U soon be won- 
dering how you ever lived without it, ¡If your camera 
doesn't have a depth-of-field preview button, no worries; 
there's a way to achieve the same benefit, although U 
might feel a bit arcane, and riL get to this in a minutej 
The depth-of-field preview button gets its ñame from 
the function it performs, When you press the DOF button 
and took through your viewfinder, you are abte to preview 
your depth of field. You can use this feature to check 
whether or not you have chosen the right aperture. 
Because of this, I refer to it not as the DOF button but as 
the DIM-TRAC button^as in, Did I Make The Right 
Aperture Choice? Additionatly, I üke this nlckname 
because when you press the "DIM-TRAC" button, the 
image in your viewfinder does go quite dim [ni explain 
this in a minute) and the feature does allow you to track 
how much or how titile depth of field you currentty have. 

So, let's take a Look at these three images to see how 
the DOF, or DIM-TRAC, button actually works. And keep 
ín mind that this feature is not just for macro work; 
whether youYe shooting up cLose or with a teLephoío or 
wide-angle Lens, the DIM-TRAC button is the tool to 
embrace! 




f/22, DtM~TRÁC engúged 



results ai f/í6 
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LET'S ÁSSUME FOR A MOMENT thatyou and í are shootmg side 
by 5¡de ín a flower garden, and tve are both ancertain if our aperture 
should be f/8, //? í, or f/U. We know we warrf some additionaí depth of 
field but are not sure how much. So we begin wítb f/Ht and f suggest 
that we press oar OOF, or DtM-TRAC, buttons. Not surprisingly, the first 
thing that happens /s the image ¡n the viewfínder gets a lot dlmmer. 
¡Henee, myníckname, DIM-TRACJ 

Why does Ibis happen? Lets just revfew how the camera works 
for 3 minute. Every SLR and DSLR offers wide-open viewing, which 
slmpty means that no matter which aperture you seiech you are aiways 
víewing thingo as though your iens were set at a wide-open aperture. 
iRemember, large apertures are the smaitest f-stop numbersj 
Regardíess ofyour chosen aperture, your camera will not stop down to 
that aperture untit you press the shutter release to make the exposure. 
Af that point, two very ¡mportant things happem ¡ti The mirror inside 
the camera body ñips up and out oÍ the way to aííow the exposure to be 
made. causing a momentary ’btackout'' in the viewfinder, and ai this 
point, the lens stops down to your chosen aperture: ^nd ¡2} when the 
light passes through the now-stopped-down aperture, sharpness ídepth 
of fie Id} increases. The amount o f added depth of field is direetty 
proportional to the aperture chotee; the smatter the aperture, the 
greatar the depth of field. 

So, returning to that ftowerwe re trying to shoot, the reason the 
viewfinder gets dark when you press the OOP button is that you have 
engaged the same that stops down the lens when the actual 
pfcture is being made iopposite, middlel The re fore, the diminished 


light Corning through the lens ts the result of less light comíng through 
your chosen smaiier aperture. (When you don^t press the DOF button. 
you are viewing through a wide-open aperture and, thus, seeing a 
bríghter image in the viewfinder.} 

From now on, however, you shouldn't care one iota about the 
diminished íight when pressíng the DOF button. Insteaá, startpaying 
attention to something far more important: the íncrease in front-to-back 
sharpness. Trust me, a change in depth of fietd has taken place, and you 
will see it, even if it takes a few seconds for your eyes to adjust fe the 
dimmer light. It is these areas that you must study closely so that you 
can determine whether or nof you wa/jf this added sharpness and detaii 
If the sharpness is what you want, then ralease the preview button and 
take the picWre, ifits not, then with the preview button stiít engaged, 
start opening the lens up from f/16 ¡or whateveryour aperture may bel, 
working toward f/ll ¡for this particular example}. As you do this, you‘t( 
not ice those defined areas begin to diminish. tí atf/íl those areas are 
stili feo defined, open up the lens even more: go toward f/8, heck, even 
f/5.6 Ifyou feet it helps. Once you arrive at an aperture that renders the 
e//ecf you like, adjust your shutter speed untH the camera s meter 
indicates a corred exposure and shoot, 

fn effect, the depth-of-fieid preview button on your camera 
is much like the tuning knob on a radio. Vbu "fuoe Ín"your image, 
eliminating any background ’noise and static ' before you make 
the final exposure. 

Above: 80-200mm lens. panon 500D cíose-up filter, f/11 
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TAKING TH15 SHOT ota tone dandelion ín the Czech town 
of Ceksy Kremluv definitely caUed for DOF button use, With 
the right lens, í felt I couid shoot a close-up of the dandelton 
and give it a sense of place by ínctudmg the distant church ¡n 
the composition, Lying on my stomach, with the camera and 
lens at ground level, f fraíned it ail up at 55mm. However, 
when! initially viewed the scene, the church was not nearly 
distinct enough labovel With DOFprevtew engaged, t started 
by adjusting the aperture fo f/16 (too sharpl and then to f/11 
istili too Sharp} be (ore finatíy settling on (/?, at which point I 
felt the church was playing the supporting role it was meant 
to píay—defirted but by no means tack sharp, 

Abovef Nikkor 17~55mm lens at 55mm, f/2.8; 
opposite: Nikkor í?-55mm lens at 55mm, f/9 


POOR MAN'S DEPTH-OF-FIELD PREVÍEW BUTTON 

Those of you without a depth-of-field prevíew button míght feeL that 
you're mlssing out on a vaLuable tool, You are, but there are ways 
around ít that are much less expensive ihan buying a whoLe new cam¬ 
era System just for the DOF button. 

OPTfOlsl 1 

Before shooting a singLe-theme image (one in which you are featuríng 
a tone subject against a bLurry backgroundi, pretend to remove your 
lens from the camera body while still looking through the víewfmder. 
By pretenda I mean turn the Lens one-quarter of a turn or so, as if you 
are about to remove it. When you do this as you Look through your 
víewfinder, you'lL see the actual depth of field that your chosen aper¬ 
tura will renden (The víewfinder wiLl also become darker, just as it 
does when you press an actual DOF preview buttonj And voílá, you*ve 
just discovered what I Líke to cali the poor man's depth-of-field preview 
button. 

At this point, once youVe turned the lens, take note of how much 
stuff comes into play in front of and behind your subject. If you like 
what you see, cück the lens back ínto its On position and fíre away. If 
not, adjust the aperture and repeat the above technique, "removing' 
the lens and taking a look, 

OPTSON 2 

Most images that display effective isoLation of the subject are made 
with a combinatíon of the foUowing: a telephoto zoom Lens at focal 
lengths between 200mm and 300mm wíth a SOmnn or 3¿mm extensión 
or an added close-up fílter, such as the Canon 500D* Most of the tíme 
for shots like this, the workíng distance between the photographer and 
the subject is around 10 to 12 ínches, Assuming that you ve chosen a 
point of view that incLudes a compLementary background li.e., a hack- 
ground about 15 to 30 inches behind the subject) and that you wish to 
render the background as out-of^focus tiñes of color, its a fairty sage 
bet that the right aperture is somewhere between f/S.6 and f/ll, 

If your camera offers 1/3-stop brackets, you could shoot a total of 
seven corred exposures, and certainly one, if not two, of those will end 
up being the one you'LL like. Since there's no film cost for digital shoot- 
ers, this method of achieving the best exposure may make the most 
sense. So for exampLe, if you're getting a readíng of f/S.6 at 1/320 sec., 
you wouLd then shoot one each of the foUowing exposures: f/6.3 at 
1/250 sec., f/7.1 at 1/160 sec.. f/8 at 1/125 sec., f/9 at 1/100 sec„ f/10 
at 1/BO sec„ and f/11 at 1/60. Keep In mind that all these exposures are 
the same in quantitative valué but different in terms of thesr respective 
depths of field. And that is ulttmately what you want to look for with 
shots Líke these: depth of field that compLements the focused subject. 

So that there is no confusión, note that the technique I just 
described is not bracketing, sínce each and every exposure is the same 
quantitative valué, Bracketing is when you shoot a number of different 
exposures. For example, if f/5.ó at 1/500 sec. is a corred exposure, 
then to bracket, you shoot f/5.6 at 1/250 sec. for a +1 exposure and 
f/b.6 at 1/1000 sec. for a -1 exposure. These three exposures aU have 
different quantitative valúes. 
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Exposure without DOF Preview 


UST SO WE'RE CLEAR, succeeding in 
the World of close-up photography does 
not depend on your camera having a 
depth-of-field preview button. There are 
many close-up opportünitles that never 
require the use of DOF preview, In fact, I 
can think of at least three situations in 
which using DOF preview would not only prove useless 
but even futile. 

SITUATION Ir The subject is paralleL to the camera. 
When the subject filis the frame and is parallel to the 
film plañe, there are no major depth-of-field concerns. 
Your choice in apertura could be any of the choices your 
lens offers up, but here s my feeling: When depth of field 
¡s not a real issue, Fd strongly advise using an apertura 
between f/8 and f/11, These are, in tech-speak, criticat 
aperturas, They offer up the best contrast, color, and 
sharpness, but again, they are to be calLed upon when 
depth of field is not a concern, which is almost always 
the case when the subject is fíat and parallel to the CCD 
or film plañe. 

SITUATION 2: YouYe using a wtde-open aperture, Keep 
in mínd that the image you sea in the viewfinder is 
always a presentation of how the subject would look if 
shot through a wide-open apertura [see page 98 for an 
explanation of thisl. As you focus on a subject, you might 
think it looks good just like that (viewed wide open). If 
that's the case, simply set your aperture wide open, 
adjust the shutter speed until the camera meter indi- 
cates a correct exposure, and shoot. Since you Ye choos- 
íng a wide-open aperture, it would be futile to use the 
DOF preview button; the lens canT possibly stop down 
when you've set a wide-open aperture, 

SITUATION 3i You want round specular highlights. If 
youYe trying to capture round specular highlights, you 
will be, once again, choosing a wide-open aperture—the 
only aperture that can deliver them. tSee page 106 for 
more on specular highlightsj 



AUT üM N LE-'"^ V' u and a hit 
of a dusting from Jack Frost offer 
great close-up opportunities, if 
/OI/Ve wilUng to ven ture out in the 
coid. I'fn not a fan of cold^never 
have heen, never w/íí be—but as 
íon^ as /‘m a fan of many coid- 
weather close-up subjects, i wiU 
grit my teeth and bear ¡L And 
on this particular frosty, foggy 
morning, it was eas/ pickings at 
the local park, There waa no 
shortage of texture-fsiled 
opportunities, but it was this one 
¡eaf that caught my a fíen don. i 
could onty surmise that this stitl- 
somewhat-green leaf got tired of 
iooking down from the tree above 
at the many other leaves that had 
already falien and could watt no 
more. With atl the strength it 
could muster I Imagine, it 
managed fo rip itseif from its 
branch and was soon enjoying the 
remaining days of Ufe among 
fríends. 

Using a tñpod, / simply framed 
up the one large leaf, and because 
t was directly overheaü and 
parallel fo it. t cdose the critical 
aperture of f/i í. Ail that remained 
was fo adjust my shutter speed 
until the cameras meter indicated 
} had a correct exposure. f did also 
use the camera s self-timer to 
ensure sharpness, and so 2 
seconds after / pressed the 
shutter ralease, the exposure 
was recorded. 

Micro-Mikkor 2Q0mm lens, 
fñifor tmsec. 
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SEVERAL YEARS AGO whiie vfsiting my brother in Seattle, my 
daughter Sophie screamed out from the líving room, Daddy, a bird just 
fíew into the wlndow!'' I jumped to my f&et, ran out of the house, and 
quickíy found m/setf startding above a very dead English sparrow. ¡ 
realice my reaction may sound a iitUe heartless, but i exclaimed, "A 
photo-op, for surer and got my camera and Micro-Nikkor ¡Ú5mm lens. 
t fanned out one of the wings. spritzed it with '‘dewdrops" tising a smaii 
spray bottie of water, and was quickty immersed in my aubject 

Since mypoint of viewwas paraílet to the wing, there were no depth- 
of-field concems—and no need to use the DQFpreview button. / was 
free to simpty compase, focas, and shoot, using the cñtical aportare of 
f/l h And when i was finished with the shoot. Sophie and i gave the bird 
a proper bariai in the comer ofmy brother's garden. 

Micro-Nikkor W5mm lens, f/11 for 1/250 sec. 
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WHILE IN THE TU5CANY 

región of Italy a few years ago, I 
was feetíng a bit cheated by the 
absersce of the red poppy fields 
that, according to the guidebooks. 
carpet the area every spñng. In 
taiking to the locáis, I iearned that 
everything was late fo ÍJfoom due 
tú a wetter-than-normal winter 
Nol one to waliow in self-pity, I 
decided to look for other sabjects, 
and when all else faíls, / nevar 
have to look far when f fail into my 
"close-up" trame of minó. 
Opportuniths for cióse~ups are 
íiteraliy everywhere! 

It hadn't been more than a few 
minutes when l realízed fhe fietd f 
was standing in was home io a 
butterfiy hatch, Rlghi before me in 
the knee-hlgh a single 
butterfiy was busysucking néctar 
from a yellow buUercup. From a 
positíon parallel to the subject, i 
chose fM !the wide-open aperture 
on my200mm lensi, focused on 
the butterfly's eye, and quickly 
adjusted the shutter speed to a 
correet exposure. I managed to 
fire off two frames befare my 
subject Hew off, 

Choosing a wide-open 
aperture was easy he re, cbiefiy 
because the a rea surrounding fhe 
butterfiy was thick with knee-high 
grass, Had l stopped the lens 
down at ali ¡to a smail aperturel, 
the added depth of fieid wouiú 
have rendered a distracting 
background, and I didn't want 
anything but my butterfiy to be 
centerstage. Since this was a 
no-brainer, DOFpreview wasn't 
necessary 

Micro-Nikkor 2Q0mm tens, f/4 
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Specular Highlights 


N ADDITION to the very narrow depth of 
field for which close-up work is known, 
there is another close-up and nnacro 
phenomenon that most photographers 
either don't know about or, at the very 
least, fail to exploit often enough. I'm 
referring to what are called specular 
highlights. These are most often seen as out-of-focus 
hexagonal shapes ¡n either your background or fore- 
ground when shooting close-ups of subjects surrounded 
by bright highlights, A single dew-laden blade of grass 
surrounded by other dew-laden blades of grass that are 
all brightly lit up by the early-morning backUght is a 
perfect example of a subject that will yield specular 
highlights. 

Specular highlights occur because any single or múl¬ 
tiple Ifght source that's a part of your overall composition 
and is not in focus will assume the shape of the aperture. 
So, if your apertura is wide open, the specular highlights 
will be pretty cióse to round, ¡f, however, your aperture is 
more closed down, the specular highlights will have 
more of a hexagonal shape, mirroring the shape of a 
smaller aperture opening, 



WITH YOUR MAGRO LENS ora 
focBt length of between 40mm and 
80mm, and m combinatiort wdh a 
25mm or 36mm extensión tube, you 'íl 
be quick to discover that when you 
tocas on a single dew-covered btade 
of grass, each of those dewdrops 
functions Uke a ífny fish-eye iens. The 
surrounding landscape is recoréed 
within each droplet. And ¡fthat 
fasdnating discovery doesn^t quite 
get your attention, then sarely alt of 
those *’diamonds" surrounding your 
one in-focus blade of grass wHi! Voü 
can’t help but notice tbem. These are 
the specular highlights, which are not 
quite round in the ¡mage opposite 
because they are taking on the shape 
of the aperture (which also was not 
perfectly round for this shotj, All of 
these out-oMocus '’drops oflight'^ 

¡n front of and behind the focused 
subject are the reason why rnost of 
my students describe a morning of 
shooting bdckUt dewdrops as a Yich 
experience .' 

To get this shot whHe on vacathn 
with my famity ¡n iowa a fe w years 
back, l scooted around freeiy. ¡nch by 
inch, left and right, shooting a blade 
of grass here, a btade of grass there, 
each time resting my camera firmty 
on a small beanbag-type support as i 
made the exposure, For most of the 
images f made that morning in my 
wife's aunt and únele s front yard, l 
shot óeíivaeji f/U and fí6, making a 
conscious efíort fe keep the camera 
and lens parallel to whichever tone 
blade of grass t was shooting, This 
assured me the máximum sharpness 
while still offering up an array of 
specular highlights. 

Micro-Nikkor 70- ISOmm íeas, 
f/13 for 1/40 sec. 
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WHEN I MADE THIS ÍMAGE as evening approached, it W 3 S cíearí 
wasn't going to see fhe sunset in Jampa 8ay. Florida. A big síorm was 
heading my way. t chose to wait oul the approaching tbunderslorm i o the 
safety ofmy rental van, thinking perhaps that if ¡t cíeared out qotckly i still 
might have a chance at sunset. As the storm unleashed ¡ts fury, i took note 
of the powerM rain failing on the windshieíd and the urban yet stormy 
landscape beyond. With my Nikkar 35-70mm lens set to a 35mm focal 
length and its related macro setting, i was abte to frame up a "wide-angíe" 
shot that captured, cíose-up, the texWre of the rain running down the 
windshieíd glass and the stormy background iandscape behind. 

At the same time, f noticed the traffic signai with its two red lights and 
quickly switched lenses, optlng for my MicrO’Nikkor 60mm. í then began to 
focos even cioser on the ra¡n-drenched windshieíd, choosing a point oí view 
that included mainiy the two traffic lights. As with more traditional specular 
highiights. when up cióse, these once small anddistant lights changed into 
two comptetely out-oMocus red circies that contrasted nicely with the 
close-up, in-focas rain spiatter on the windshietd. And because t wanted 
these traffic lights to record as circular in shape, l needed to keep the 
apertura wide upen, since ifs only at a wide-open land most circular} 
apertura that an out-of-focus spot of Ught will record as a ctrcie írather 
than a hexagonj on your CCD or film. 

Ofcourse, as you have probably atready figurad out,} am aíwa/s looking 
forunusuai, nontraditional subjects—henee, these atypical specular 
highiights. Ifyou want to capture highiights that are more traditional. other 
than Christmas lights or the Las Wegas Strip, I don't know ofa befter 
subject for yíelding a multitude of specular highiights than macro shots of 
dew-covered backlit blades ofgrass or spiderwabs shortíy after sunrise 
(as on pages W? and 1J Ij. 

Above: Nikkor 35-70mm lens at 35mm; righl: Micro-Nikkor 60mm lens, 
f/2.8. Apertura Príority moda 
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IF DI AMONOS AREN T EXACTLY YOUR THING, howabotit f}earls?As t roonded a c-orner on 3 country 
road in Oregon s WiUametts Vaítey, i carne upon a large fíetd of dew-covered spiderwehs aasiíy spotted against 
the backlighf ofsunrise. Once again, myABS performed flawiessiy as / quickiyeased the caroffonto the 
shoutder of the road and ieapt into action with my camera and tripod. 

Once that sun comes up, it doesn 't take long for the dew to dry up, so time is of the essence. i was quick 
to set upa composition that had me shooting atan angíeto one of the many large webs in the íield. Sirtce i 
wanted to record a 'string ofpearls ' surrounded by other out-oí-focus sfrings of pearís, l set my apertura at 
wide open: f/2.8. With my focas thus limitad to but a few strands of web, the out-of-focds strands recorded 
as circular specular highiights. 

And did you notice the varied siles of the specular highíight dropiets? This is due to how cióse or how tar 
aach drop is from the plañe of focos. The farther the dewdrops (the highiights! are from the plañe of focas, 
the larger and more diffased they wilt become. 

in addition, take note of the boxed areas marked A and B on the image above. Box A shows the section 
of spiderweb on which t was focused. Box B is an area ofshadow in the grasses behind and to the right of 
my spiderweb. fn setting up my shot of the web (tseif, t made a delibérate chotee fo compose agaínst that 
shadowed background area. i set myexposure for the mach bñghter backiit dewdrops, which in turn created 
3 severe underexposure of that background, resalting in it recording as almosl biack. Just as ¡n the jeweiry 
stores, my pearls are showeased on a "piece of biack " toa! 


Mícro-Nikkor W5mm lens, f/2.8 
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Sunrise, Sunset 


O I KNOW I DONT HAVE TO twist your 
arm to photograph a sunset, but how 
about a sunrise? Of course most photo- 
graphers have no qualms when it comes 
to shooting a sunset, but suggest that 
they shoot a sunrise and the groans can 
be heard from coast to coast! If you can 
get ín the habit of shooting both sunrises and sunsets, 
you wilL double your production of great work; ií s that 
simple, If you get in the habit of also shooting simple yeí 
effective compositions of a subject against an out-of- 
focus spot of light, you'il quadruple your production of 
winning images. It ís during the first few minutes of sun¬ 
rise or the last few minutes of sunset that you have the 
opportunity to shoot directly Ínto the light and record that 
single out-of-focus ball. And as wíth many macro sub- 
jects, you'il make use of shallow depth of field and wide- 
open aperturas. 



I WA5 IN THI5 WHEAT FIELO 

when the san stsrted to rise. t had 
already pkked my three staíks of 
wheat and ivas hoiding them in 
my left hand. With my camera on 
trípod, and with the addition of an 
FLW fitter (a deep magenta color 
that I often favor for sunrises and 
sunsetsl i began to focas on the 
three stalks ofwheal which t held 
directiy oat in front of the lens and 
in Une with the sanríse on the 
distant horizon. Immediately, t 
sawan ouf-of-focas batí ofyeUow 
íight, which ivas a wetcomed 
contrast to the sUhouetted stalks 
of wheat. To ensare that the san 
recordad as a circaiar ínot 
hexagonal! shape. i set my 
apertura wide opeo to f/2.8. A// 
that remained ivas to adjust my 
shutter speed untii a correct 
exposure ivas indicated. 

Micro-Hikkor ¿Qmm íens, f/2.8 
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OTHER LIGHT SOURCES 

The sun is nal the onLy Ught source you can use for thEs idea of shootíng a subject against a round 
background light. Any out^of-focus light source wiU perform in the same manner: flashüghts, 
matches» porch lights, headüghts» taillights, bríght suntíght refLecting off of rivers and streams, 
even Chrístmas LIghts. 

To better familiarize yourseLf with Ihis opticaL phenomenon, try the same exercíse that t have 
my students do. Youll need a macro lens or a zoom lens in combination with an extensión tube 
on your camera, Get a fLashLíght. place your camera on one end of a tabie» and dim the room 
lights, Turn the flashlight on» and lay it down on the other end of the table, pointing toward the 
camera. Get a fork and place it on its side about 3 to 4 inches from the Lens* Focus on the tiñes of 
the fork. What do you notíce in your víewfinder? You should see the perfectly focused tiñes agaínst 
an out-of-focus batí of light. As with specular highlíghts» if you want to record that balt of light as 
circular, you musí set your aperture to wide open; if, on the other hand, you wish to record hexag¬ 
onal shapes, you can use any other aperture than wlde open. 
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SHOOT THE "MOON": A GOOD USE FOR WHITE BALANCE 


I haven't discussed the issue of white balance 
IWB) as yet, ñor do I intend to make it an 
ímportant part of this book since^ in my víew, 
the issue of WB is very overrated and does not 
merit the thorough discussion ít once might 
have. Most, ]f not atl, shooters have come to 
realize the valué and rmportance of shooting 
raw files. So. most shooters know that they can 
tweak—íf not change dramatically—their WB 
in postprocessing. The bottom Une for me is 
this: [ opt for the Cloudy WB setting in the cam¬ 
era. as I Like a bít more color in my images and 
the Cloudy setting adds warmth, However, íf 
after loading my work into the Computer I feel 
an image here or the re needs to be a bit cooLer 
(or perhaps a bit warmer), i can always tweak 
the WB at that time. 

In addition, when !'m out shooting city 
scenes at dusk. l wilL fírst shoot severa! expo- 


sures wíth my WB set to Cloudy and then sev¬ 
era! more with it set to Tungsten, Tungsten WB 
is much cooler, much bluer. than Cloudy WB. 
Plus, most City lights are cLoser io their natural 
color (whitel to the Tungsten WB setting than 
they are to Cloudy, whích often renders these 
same cíty lights a yellow-orange. 

Wíth all this—plus out-of-focus clrcles of 
light—in mind, the idea of changing my WB 
from Cloudy to Tungsten occurred to me when 
1 was recently photographing the sunrfse 
through a dew-laden dandelíon. ]n the firsl 
example (belowj, it's clear that this is an out- 
of-focus hall of light shot either at sunrise or 
sunset. We come to that conclusión based on 
the warmth of the light. Yet. when I switched to 
Tungsten WB. a much cooler light was record- 
ed. Without waíting hours. 1 managed to shoot 
the "moon." 



Microor 1Q5mm lens. f/2.S for UlQOOsec., Cloudy WB 
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Foreground and Background Framing 


RAMING YOUR SUBJECT with other ele- 
ments within the compositíon is one oí 
the most called-upon techniques in pho- 
tography, It's an effective and Creative 
approach, and when applied to close-up 
photography, the frame, more often 
than not, is an ouí-of“focus foreground 
sometimes accompanied by an out-of-focus back¬ 
ground, When your in-focus subject is surrounded by 
out-of-focus tones and shapes, its visual weight is fur- 
ther enhanced and elevated to an almost regal stature. 

When you wish to employ this wonderfuL technique, it 
is absolutely essentíal that you cali upen depth-of-field 
preview again; and here* perhaps more than in any other 
situation, you'll díscover just how important it is to real- 
ly pay attention to what is goíng on inside the viewfinder 
as you adjust the aperture up or down in an effort to cré¬ 
ate the most fine-tuned image possible. 




BEAUJOLAIS 15 A FAMOUS wine región in the southeast of France. 
For me ii ís the Tuscany of France, not so much for the wine but for the 
photographk opportunities, with its numerous rustíesnd otd viltages set 
emongst a terrain of large hiütops and vatleys. And aithough the grape 
harvest takes place near the end of September, there can stüt be found 
forgotten grape ciusters on the vine when the cohrs of autumn seí in 
near the end of October. 

So, with my tnpod-mounted camera and 75-300mm lens. i took a 
position in one vineyard row flocation A, abovej, shooting a grape cluster 
in the next fíocation B¡. I made certain to choose a poínt of vtew that 
aiiowed me to shoot thraugh foreground autumn-cotored teaves in the 
row directiy befare me. These ieaves be carne my ouFof-focus 
foreground trame that called even further attention to the grape cluster 
hanging just 5 feet away, With the addition ofone Í2mm extensión tute 
placed between my camera and lens, t was able fo focus closer than 
what this iens normally altowed, and when combined with the right 
aperture choice (f/6.3, confírmed by the use of the DDF preview button¡, 
a cluster of grapas that captures the romance and appeal of French 
wine was the result. 


?5-3QQmm lens. 12mm extensión tube. f/6.3 for 1/30 sec. 
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OUT-OF-FOCUS FRAMING 

is cert 3 m(y not iimited to grape 
cíusters on vines, and its 
certainíy not Iimited to using 
tong teíephoto tenses in the 
2QO-400mm range. You can 
accomplish this selective focusing 
with a short or mediuín macro 
íens just as easHy, and the onty 
difference is that the out^of-focas 
foreground wili, in ail tikeühood, 
be within an irtch or ftvc? ofyour 
tens as it trames the distant 
subject. That was the situation 
when, anxious for some evidence 
of spring, ! found mysetf in New 
Vork's Central Park ín the flower 
gardens at around W4th Street 
and Fifth Avenue. A few trees 
were blooming and so were a few 
oí the tuiips, and in the spirit of 
beggars can í be choosers, / lay 
down beside one small group of 
blooming tuUps, convínced that 
befare t leít i woald have 
something that said 'spring has 
arrived ." / w^s also happy to find 
these tuiips with the remnants 
of the rain that had fallen a few 
hours earlier With my Micro- 
Nikkor lOSmm iens, / mo^/ed in 
reaily cióse to what would be 
the two foreground tuiips in my 
compositíon and used them as 
out-of-focus frames that would 
cali attention to the ’distanr 
in-focus tulip behind, With my 
apertura at f/1 J, l pressed the 
DQF preview button and began 
stopping down from f/11 toward 
wide open in 1/3-5top increments. 
At f/1.} i felt I had just the right 
amount of depth of field. Áll that 
remained was to adjust my 
shatter speed un til ¡/80 sec. 
indicated a corred exposure. 

Micro-Nikkor lOSmm lens, f/7.1 
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LEARNINGTO SEBand 
compose the ríght out-of-focus 
báckground is a constant goal of 
mine, f'm forever chaiíenging 
myseif fo iook for rfíew ways fa 
introduce this element into my 
Work to accentoate and cali 
íuriher attention to my in-íocus 
subject. One of the neaíest tricks 
/ Ve learned, pártica la rly with 
fíowers, i5 fo finó the perfect 
ñüwer and choose a point of view 
that shows this ñower against 
another flower h the báckground. 
The distance between the two 
fiowers Is Important to note, as t 
only want the foreground flower to 
record as sharp whüe the Hower 
behind is blarry. Jo do this, the 
right lens choice is cnticai 
in this example, aithough il 
may not be apparent, the 
báckground hibíscus flower is 
aboüt 18 ¡nches behind the one 
that is the main subject. When 1 
started to compose the scene, the 
two blooms ivere not aiigned 
fieftl hut wfth just a sUght shift in 
my point of view, i got them lined 
up perfectly íbetowl With my 
camera and 20Q"400mm lens and 
3ómm extensión tuhe, i was able 
to easily zero in on the foreground 
flower, and with the lens set to 
f/5.6, t was able to timil the depth 
of fietd to the first flower and 
render the báckground flower an 
out-of-focus compiement of color 
and shape. If! had shot this same 
image at f/16 or f/22, i wouid have 
recordad two ftowers "walking all 
over each other ," due to the 
increase in depth offield. The eye 
wouid have deemed the resuiting 
composition too undefined and 
chaotic. 

200-400mm lens at 34Ümm, 

36mm extensión tube, f/5.é 
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OU CANT FULLY experience or feel an 
intímate, close-up encounter unless the 
subject is right before you. if not "in your 
face/' A close-up or macro image wíLL 
never fully inspire the awe and appreci- 
ation you want unless you are cióse, 
truly cLose. Despite the purchase of a 
macro lens or extensión tubes or a close-up filter or a 2X 
teleconverter. most macro/ctose-up beginners stílL 
come up short. Why? Because they fail to see—really 
see—that their subject is not touching [or almost touch- 
ingl the edges of the trame. When your subject fínally 
touches [or almost touches) the edges of the frame, the 
close-up encounter can finally begin. and from there, if 
you so choose. it can become even more intímate byyou 
simply moving in even closer, assuming of course you 
have the necessary equipment to do so. 




GAPS, MOLES, BUMPS, ESCAPES. AND EXITS are wordsiüften 
use to describe the compositionsl problems t see when doing the weekty 
student assígnment critiques 3t my online schooL More often thsn not, 
the solution fúr fixing boles and bumps is sirnply to get a tvee 5/f cíoser 
and/or make a very minar shift in pointof view, elther up, down, íeft, 
or right. 

Note the opper left and lower right corners in the first example of 
this frame-filting image of artichokes that l took at an outdoor market 
with my Leica D-Lux 3 in Macro mode. Do you see what i cali the bumps 
that disrupt the otherwise even fiowoítone and textura running 
throughout the rest of the photograph? In the upper left. there 's a tonal 
shift with the tone light-green arUchoke, and in the lower right is seen 
a bit of the wrapping papar lining the large basket the artichokes are 
in. It is these íwo disrupt ions, the se bumps in the road, that take an 
otherwise smooth, pleasíng melody and turn It into something a bit off- 
key. Again, the simple solutiom I just moved in a bit ctoser, and voilé— 
the consistent and pleasing metodyof thfs composition oftexture, 
shapes, and pattern rings ctear, witbout any interruptions. 
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Horizontal vs. Vertical 


ECAUSE OF CAMERA DESIGN, its only 
natural that most of us ínitially end up 
shooting all of our subjects ¡nside a hor¬ 
izontal frame. When you consider design, 
plus the way all cameras are displayed in 
ads and on store shelves [i.e., horizontally), 
íFs easy to appreciate why thís is. The 
seduction of “horizontalitis" is so severe that, on average, 
90 percent of the amateur photographers pictures are 
horizontal. In one extreme exampLe of ’ horizontalftts" 1 
once had a student ask me íf it was worth the money to 
buy a camera that shot vertical compositíons. Yíkesl 
As most of you have discovered, your camera—the 
one that has served you weü with so many horizontal 
compositions—does, in fact, shoot vertical compositíons, 
too: however, I know you’d be the first to admít that most 
of your compositíons are still shot inside the horizontal 
frame. So, why would you ever want to shoot verticals? 
To bring a feeüng of dignity to a naturally vertical subject 
li.e., a single flower on a stem), thats why! Dignity, 
strength, and power are the emotions evoked by the ver¬ 
tical line. Since we favor the horizontal, though, photog¬ 
raphers manage to squash, squeeze, and push down the 
obvious vertical subject ¡n order to make ¡t fit inside the 
horizontal trame. The bíggest danger in doing this, of 
course, is that you have to back away farther from the 
subject to make it fit inside the squatíer picture area. 
And even though you made it you are now left with 
' clutter openings" on both the right and left sides of the 
frame. The easíest solution is to turn the camera to its 
vertical position. Voilá, the clutter is gone! 




aP ¡ V T: B L P and early to riso 
makes a young man healthy and 
wise. Vea/), right. Át least, thal's 
the response from many of my 
students who, when charged with 
getting up at the crack ofdawn, 
more o fien than not vofe for 
more steep. WelL thats fine with 
me, since I can then have ai( of 
those wonderfiji dew-covered 
spiderwebs that appear in 
meadows from coast to coast 
all fo myselfl 

On one such morning, whíle 
driving into the marning sunrise, 
a (arge fieid of backlit spiderwebs 
caught my attention, and not 
surprísingly, f was the only one 
a round with a camera. It was 
one of those ideal spiderweb 
mornings. as the air was dead 
calm. As anyone who has ever 
photographed spiderwebs knows, 
aven the síightest breeze can test 
the patience of Job. And as !‘ve 
also discQvered, the farther back 
/ can fía when shooting a 
spiderweb. the bettersince 
even my own breath and body 
movements can cause a slight 
"breeze ." Since my magnifications 
wilt be quite big and my shutter 
speeds quite slow, the se subtíe 
distur bancos in the air will look a 
l^lumc^ne tn the viewfinder, and 
no amount of sharpening in 
Photoshop can take an image of 
3 biurry spiderweb and make it 
Sharp. 

So. having very carefully 
moved my tripod so f/iaf my point 
of was as cióse to paraliel to 
the web as possibte. t set my 
aperture to f/16 and confirmed 
through depth-of-fíeld preview 
that the re were no distractions of 
contrast in the background that 
would cali attention away from the 
web. 1 adjusted my shutter speed 
until 1/30 sec. indicated a correct 
exposure and fired off several 
horizontal trames. But l wasn'f 
done yet. l had to make a vertical 
composition Isee page 1291 

Micro-Nikkor 200mm íens, f/H 
for 1/30 sec. 
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Students ir my on-location workshops often ask, 
"What time is the best to shooí a vertical?" My answer is 
always the same; "Right after the horizontal!" Not all of 
the time—but most of the time—you can compose each 
and every subject in either the horizontal or vertical for- 
mat. tt may take some moving around, shifting your point 
of view, moving cLoser, backing up, or even changing a 
lens. But the benefits of shooting your subject in both 
formats are obvious. The biggest benefit is thatyou won't 
see a loss in image quality when working digitally. Let 
me explain: When you shoot a vertical subject in a hori¬ 
zontal formal and then crop it to a vertical tn postpro- 
cessing, you end up cropping into the scene to "pulí out" 
your vertical shot. In doing so. you end up throwing away 
a lot of pixels, and with pixel loss comes a loss in image 
quality, assuming, of course, this cropped vertical is 
going to become an 8 x 10-inch or 11 x 14-inch print. 

When you make a conscious effort to do your cropping 
in-camera [more often than not by a combination of mov¬ 
ing in closer and left or right. and rotating the camera to 
the vertical positionj. you will end up with far more pix¬ 
els (since you won't be cropping any out laterl; this 
translates into bigger enlargements simply because 
you're using the entire area of the frame. Plus, making a 
sincere commitment to do your "cropping" in-camera 
will enable you to spend less time on the computen after- 
ward, giving you more time to shoot. Additionally, shouLd 
the day come when you're ready to take your work to the 
marketplace, you'll be more than ready: Should a client 
express interest in one of your horizontals and then ask 
if it is available in the vertical format. you can meet the 
demand and, thirty days laten, deposit that check for your 
first magazine cover! 


CROPPING OyiOF CAMERA 

There is perhaps nothing more frustrating than realizing— 
sfferthe photographic opportunEty has long since passed—that 
you failed to get cióse enough or that you didn't see the obvi¬ 
ous vertical compositíon or that you didn't notice your framing 
of the subject was, in fact, somewhat crooked. Not a problem, 
you say, since you've discovered that you can crop and correct 
many of these flaws with the aíd of software programs. In 
Photoshop, you just have lo go to the Crop tool, and Just Líke 
that, youVe cut out the distracting stuff on the left or created 
that vertical compositíon from the weaker horizontal one or. 
better stiU. you símply cropped into the ímage reaily cióse to 
fool everyone into thinking that you reaily did record a life-size 
image of that honeybee! 

The ease of cropping with software programs is, no doubt, 
in part behínd many photographers^ somewhat lackadalsical 
attitudes toward achieving effectíve composítions ¡n camera. 
These photographers often reason that, what the heck, they 11 
just crop it iater on the computen But there’s a downside to all 
of this postprocessing cropping. Despite how thríUed you might 
be with the results of your crop on the computen screen. crop¬ 
ping Into any image has a price: more noise and a loss of 
sharpness* And when you crop out more than 10 or perhaps 20 
percent, that price becomes even more evident. When you crop 
into your image, you're not only throwing away some of the pix¬ 
els that make up that image but, and even more important, 
you're asking the pixels that remain to do the impossible—to 
stretch out, to expand to make up for the loss of the pixels you 
just threwaway, Let's assume you want to make an 8 x 12-inch 
print. If you throw away 20 percent of the original pixels, you 
are now asking the remaíning 80 percent to stretch out, to 
expand so that you can maintain your 8 x 12-ínch ¡mage size, 
When pixels stretch, they do it by offering up a Lot of noise and 
losing some of theír snappy colon So, I always suggest trying to 
get things right En-camera. 


I-'lMEMBERIN^ Tf tAT the best 
time to shoot a vertical is after a 
horizontai / chaoged my orientatioú 
after taking the image on page 127. 
Going from horizontai fü vertical is a 
snap with the Mkro-Nikkor 2Q0mm 
simpiy because the lens has a tripoá 
collar thus aiiowing me to loosen the 
collar and simply spin the camera to 
3 vertical position without having to 
physicaity move the trípod or 
re position the tripod head. 

Mkro-Nikkor 2Q0mm lens, 
f/Í6 for 1/30 sec. 
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f HE MORE YOU FINO yourself expLoring 

the World of close-up photography, the 
more you wiU discover the role that tex- 
ture often plays in much of your work. 
Texture in and of ¡tself can certainly be 
the shot: a frame-filüng image of sidelit 
rough tree bark or soft rose petáis, for 


exampie. But texture can also create a tremendously 
supportive background. One of the best exercises I know 
for familiarizing yourself wfth texture and the role it plays 
in close-üp photography is to spend an hour with a single 
subject—such as the bloom of one yellow daisy, a golf 
ball, a bottle cap, or a stalk of wheat—placing ít on varí- 
ous background textores and filling the frame with both. 


ALTHOUGH THERE AS considerMe 
cioud cover, it didn‘t prevent me from 
spending an hour with a smatl featherand 
various textores foond aiong Qregons coasL 
Theres a popular beíief among a íot of 
shooters out there that textores should oniy 
be photographed when sidelit by the low- 
angled Ughi of early morning or late 
afternoon. Obviousiy, / ccuJírfn'f disagree 
more. H's true that when a texture is sidelit, 
it has a greater sense of depth ¡due soiely to 
the combination of light and shadow). but 
even wilhout sideiight. you can stiil ftnd 
numerous texture-filíed opportunities. 

Irt ait four of these shots on the nexl four 
pages, i made a delibérate choice to shoot 
at the critical apertura off/l 7. 5mee depth 
of field was not a prsmary concern. At every 
turn, it seemed / found a new and different 
texture on which to place my tone feather, 
inciuding sand and rock on these íwo pages 
and burnt waod and foíiage on the foUowing 
two. fn each shot, I placed the feather on a 
subtle diagonal. The diagonal Une, much 
like the feather, conjures up íeeíings of 
movement and speed, and when combinad 
with each of the four texturas, the feather 
evokes a different emofional response. in 
each case, with my tripod, 2QQmm iens, and 
aperfLfre of f/11, i simpíy adjusted my 
shutter speed until the camera meter 
indicated a correet exposure; ooí 
surphsingiy, since the light levels never 
changed in that one hour, alt fourimages 
called for the same exposure of 1/30 sec. 

Ali photos: Micro-Nikkor 2QQmm lens, 
f/1 7 for 1/30 sec. 
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I OPTEN FINO MYSELF 

shooting simple composithns oí 
roadside textores—namely, the 
wild grasses that íine many a 
ditch on country roads throughout 
the World in the summer months. 
Yoo should keep in mlnd that if 
you aren 't fin ding inspiring 
camera-ready subjects, you can 
atways rearrange thmgs, within 
reason. That 's what i did a few 
years back when the students 
in a workshop I was ieading in 
Tuscany expressed a lack oí vishn 
on one particular morning. t 
suggested that we simply shoot 
close-up s^aís oí fexíures; and 
because we were near a roadside 
ditch, / was quick to íind not oniy a 
few stalks oí witd wheat but aíso a 
few chamomiie flower blooms. We 
placed a few stalks oí wheat on 
the ground, topping them off with 
a single chamomiie blossom. it 's a 
really simple yet very effective 
and powerful composition^ and its 
power is due to textura. Get to 
know texture, and you witl soon 
get to know a host of new and 
exciting cióse-up opportunities. 

Note that I did use a tripod 
and also made it a point to íili the 
frame edge to edge, top to bottom 
with the wild choosing to 
place the flower near the teft third 
of the composition. i used the 
critical aperture of f/11 and 
merely adjusted my shutter speed 
until í/WOsec. indkateda -2/3 
exposure fsince, as mentioned 
prevfously, green needs to be 
metered at -2/3 if it is ío be 
recorded as a corred exposurej. 

Micro-Nikkor lOSmm lens, f/11 
for 1/íOO sec. 
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ALTERMATIVE SUBJECTS 

For both amateurs and professionals, dose-up photography 
continúes to enjoy great popularity, Whíle such obvious sub- 
jects as fLowers, butterflies, and insects are ideal here, so are 
the more unusuaL subjects. In my online courses, l've noticed 
more and more of my students turning their dose-up gear 
toward the jndustriaL world and the abstract—and coming 
away with some truly compellíng imagery. 


TYPICAL OF MOST ABANDONED 

índustmi sites, you wíit aímost stways 
find rustíng metal, and this site in 
Brookiyn was no exception. What was 
once, ím sure, a painted and well- 
maintained freight-detivery door had 
succumbed to the ravages of tíme. The 
rustíng metal, combinad wíth the color ful 
remnants of a passing graffiti artist, 
made for a compellíng image of textura, 
Wíth my camera mounted on tripod and 
set to Aperture Príoríty mode^ I chose the 
critical aperture of f/11 and the camera 
seíected a shutter speed of 1/30 sec. 1 
then fired offseverai trames, one ofwhich 
you see he re. Again, itsan image whose 
success lies prímaríiy in /fs abíÜty to 
appeal to your sense of touch. Such ís the 
power of textura-filled composithnSr 

Mícro-Nikkor 200mm lens, 
f/11 for 1/30 sec. 
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The Home Studio Setup 


ONTRARY TO popular belief—and to the 
potential disgust of naturists (but not 
nudists!) everywhere—some of the 
greatest close-up photographs can be 
made hght inside your own home. Some 
of the benefits? You don't ha ve to traveL 
far, and yoü're gentleron the earth sínce 
you're not trekking around leaving your real—or your car¬ 
bón—footprints everywhere. Your home is loaded with 
Ítems that make great close-up subjects. AddttíonaUy, as 
long as you're willíng to bring the more portable 'outside ' 
subjects—such as flowers—inside (who would be 
opposed to that?), you can spend weeks, months, even 
years shooting some terrific close-up photographs wíth- 
out ever venturing outsíde wlth your camera. 

All you need ís an area roughly 2 feet by 2 feet near a 
large window. The space should accommodate a smaLl 
"shooting table/' The advantages of this índoor close-up 
"studio" are many, and perhaps the best one is that youTl 
never have to deal with the windr as most close-up 
shooters report, it's the wind that you'Ll be fighting the 
most when working up cióse in the great outdoors. 
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A SIMPLE LEMON SLICE cafí make a boíd statement of color and texture when seen up cióse. Note the use 
of the green wrapping paper ¡n the background: Since depth of field is so shailow when shooting ciose-ups, i was 
able fo add this background, which / knew woutd be out af focus enough to emuiate grass—as if fo suggesf that 
this image was made outdoors. Additionally,! used sparkitng water^ not tap water, andwith each and every shot ll 
made a total ofsixteen attemptsj, I woutd atso add a few dashes of sait tú create even more fizzing in the water. 


Nikkof 70-1 BÜmm íens, f/22 for 1/8 sec. 
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The Kitchen 


ITCHEN ítems can make for interesting 
abstract close-up sübjects. And, a small 
wooden chopping block in the kitchen 
can qu¡ckl.y become a miniature studio. 
Positioned near a south-facing window, 
there s ptenty of available Ught to prac- 
tice "kitchen art." 

Obviously the idea of kitchen art isn't Línnited to the 
cheese graten you see in the images here, as any metal- 
tic surface wíLL perform equally well when shot close“Up, 
Consider spoons, forks, knives, measuring cups, bowLs, 
pots, pans, kettles, skiLlets, corkscrews, garlic presses, 
whisks, and eggbeaters, to ñame just a few. Kitchens 
arenT just for cooking food, but ín fact provide any num- 
ber of recipes for photographíc fine art. 



WITH m CAMERA and ierts 
mounted on trípod,! was soon fiiling 
my frame with a very simple graphlc 
composition oí three salad forks 
placed on bright orange wrapping 
papar, ^y.fíí) my focal length seí fo 
ISÜmm, l chose an aperfure near 
wide open {f/5M to rendar shallow 
depth of field, The resulting selective 
focus emphasized the hrks without 
revealing the details in the coiorM 
wrapping papen 

Micro-Nikkor 70- WOmm tens al 
ÍSQmm, f/5.é for ¡/9Q sec. 
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KITCHEN ÁRT in thfs case was a cheese grater 
transformed inte a cotorful abstraeí composition. 
It's 3 simple idea thai, in addition to the grateft 
requires oniy the use of one or íwo pieces of 
coiorM gift wrap, The refíective sur face of the 
highly potished metal picks up the colors of the two 
different pieces of gíft wrap. i used 3 wide-open 
apertíjre here to rendar no depth offietd, and 
selectiva focos is the resuU: Softer, tess-defined 
reflections contras! with the sharper grater hoíes. 

In contras! to the versión on this page, the 
interpretation opposite of the cheese gratar was 
made ai f/íé. This much smatler aperture opening 
rendered massive sharpness throughout the image, 

Right: Nikkor W5mm macro lens, ISO 200, f/2,8 
for í/250 sec. opposite: Nikkor JOdmm macro lens, 
iSO 200, f/U for 1/8 sec. 
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Other Rooms, Other Subjects, Other Light 


ETTING GLOSE INDOORS doesn't have 
to be Umited to the kitchen. Pay atten- 
tion to the light in other areas, which 
might in some other way be interesting. 
Do you have a shag rug? Consider Look- 
ing at ¡t as you would your front lawn. 
Instead of finding dew-covered blades of 
grass, you might find a ketchup-laced piece of carpet. 
How aboüt a close^up of the Venetian blinds or a crystal 
vase or some of those often-seen "faces" that appear in 
many linoleum tiles? And. of course, there are always 
those wonderful stiU Ufes of your kids' broken yet color- 
ful crayons, along with the SLinky. especially when ¡n its 
half-circte position. Take any number of these objects 
and place them on a small table. If you have some Win¬ 
dows in the house that provide diffused light and others 
that Let in direct light, you'll quíckly see how both light- 
ing conditions offer up their own special qualities. eiíher 
softening the image (diffused light) or creating bold con- 
trast [fronttight or sidelightl. 

If you choose use an ordinary house lamp [tungsten 
light) as your Light source for close-ups, set your white 
balance (WB] to Tungsten to record daylight images 
without the ordinary yellow/orange cast that s often the 
result of shooting under tungsten light. If you feel com- 
pelled to shoot with a flash, do not attempt close-up 
shots with an ordinary on-camera flash; rather, you 
must resort to the use of a ring flash (see page 84). 
However, due to the often metallic, glossy. or semí- 
matte finish that so many household products possess, I 
would not recommend the use of flash, simply because 
ifs quite difficult to avoid the sheen that often records on 
the subject from the flash itselL 
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IF NOTHING ELSE, tbis image is definítive proof that ít doesn't take much more than a nearby 
window to create a compeítíng composítion of a red rose, and again, ali withQut the deiays and 
frustrations oHen causeó by tbe wind. ¡ poslUoned this long-stem red rose standing in vase near 
a window in a rear storage room of our apartment. (And, ¡ust a side note; Its atso where our cat 
chooses ío spend a great deai ofhis time.} With my camera mounted on tripod, í chose a viewpoint 
tbal wúúid find me sbootíng straighi down on the rose, cióse enough to ñií tbe entire frame. Since 
deptb of fieid was a concern li wanted to get sharpness from the top petáis down into the foidsl! set 
my apertura to f/22 and then adjusted the shutter speed until 1/8 sec* indicated a corred exposure. 
i then sef the camera s seif-timer deíay to 5 seconds, and 5 seconds after tripping the shutter 
reieasey the exposure was made. A simple shot hr sure. tut no doubt a rose of iasting beauty 

W5mm lens, f/22 for 1/8 sec. 
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ALTHOUGH TVE BEEN SHOOTING formare th^n thirtyyears, I 
neverseem to tire of photographing flowers: however, t wHl confess that 
f'rrt finding it far more chaliertging today, if only becaase I wouíd prefer 
to create fresh compositiom that set my flower shots apart from the 
masses^ l'm not atways successfuL bvt when I feet f have come up w¡th 
somethiag riew, ím quick to share ¡L Just recently, I bought a dozen 
bright orange tuiips at the outdoor market and once they began to 
open up and bloom, I tore each petal off each stem. Befare íong I had 
several stacks of petáis spread out on white póster board. The múltiple 
curviiinear Unes of tbese stacked petáis presentad the opportunity to 
shoot a macro shot that woutd be steeped ¡n sensual feeUngs, since it 
is the same cun/itinear Une that is reminiscent of the human form. 

With my Nikon D300 camera and MicrO’Nikkor W5mm tens mounted 
on my tripod, f focused as cióse 35 my tens wouíd aílow, which, in this 
case, took me beyond Ufe siie due to the cameras 1.5X maitipíier that 
compensates forthe smalíer image area than whats found w¡th a 35mm 


film camera. Before setting my exposure, I wanted to add some fiU Ught 
to the scene, and one of the reasons i chose to place the flower petáis 
on white board ts because white is highly reflective, With the addition of 
a second piece of white póster board propped up at an angla of about 60 
degrees right next to the first ane, t was able to throw the reflected Ught 
Corning off of the bottom board back onto the awaiting petáis, i chose an 
apertura of f/32 (to cover every nook and cranny with sharpnessl and 
simpiy adjusted the shutter speed until the camera s meter indicated 
1/2 sec. for the corree! exposure. Due to this realty slow shutter speed, 
f engaged the camera s mlrror lock-up feature and set íhe camera s 
seíMimer to fire 5 seconds later after tripping the shutter ralease. The 
composition, to some, looks iike an orange rose ora camellia but, as 
you now know, is nothing more than a ^manufactured" shot of stacked 
tulip petáis. 

Nikon D3Q0, Micro-Nikkor 105mm iens, f/32 for 1/2 sec. 


148 UP GLOSE INDOORS 


































The"Dewdrop"as Mini Fish-Eye Lens 


NE OF MY MOST fascinatíng discoveríes 
in the World of close-up photography 
was made long ago: Dewdrops can act 
as mini fish-eye tenses. I made this dís- 
covery after waking early one morning 
and seeing one of the heaviest blankets 
of ground fog I had ever seen on my 
farm, I headed out the door to the large backyard ftower 
ganden and carne upon three huge dew-covered spider- 
webs. It was one of íhose rare moments when not only 
were the dewdrops tange but the air was dead calm^ too. 
As I made quick work with my Micno-Nikkon 105mm 
tens, I noticed with great detight a físh-eye view of my 
flowen ganden within each of the individual drops of dew, 
and thus began a tove affair with dewdnops the world 
over And, since you can generóte youn own dnoptets at 
home, this is an idea that s not limited to outdoon work or 
by the need fon specific weathen conditions. 




SINCE IT'S EASY fo rnBkeyour 
"dewdrops," from the moment 
t discovered the min¡ ftsh-eye 
effect, the Oregon winters never 
seemed a$ long. t have slnce 
adopted as a pfece of "my 
equipmení," one particular bedstde 
table that has two pieces of gtass 
Ithe main surface and a sheif 
beiowl on which I amable to creóte 
cúuntless dropiet compositions. 

The process gees something 
like this: With a large syñnge, i 
place individual drops of otear 
massage oil in a somewhat 
random fashson atop the upper 
gla $5 sur face of Ihe tabie (the box 
in the image beiow}. i ve found that 
Johnson s Baby Oil is too thin and 
the drops spread out and go fíat; 
but others report that Kara syrup 
works quite weil due to its 
thickness. So, based on the 
principies of close-up photography. 
when } focus on these ^dewdrops," 
whatever I place on the lower sheif 
wili record inside each of these 
Tish-eye lanses, ’ as t like to refer 
lo the dropiets. 

The idea here was, of course, to 
create an image of rain, and what / 
chose to do to further support this 
was realty quite simple, so slmpie, 
in fact, that t found myself saying, 
"Duh!" when it finaily occurred to 
me what needed, / looked 
through my Ule images of clouds 
and skies and made anSx fO-inch 
print of one. i then carne upon a 
shot of a simple red umbreiia that 
parí oían ad in the local 
newspaper, cut it out. and placed it 
on my clouds-and-sky print. Sure 
enough, as soon as i placed this 
on the lower sheif, t was soon 
ImmerBed in recording one of the 
more exciting close-up photos t 
had made in some time, 

With this idea in minó, why not 
consider doing the same thing with 
the theme íts Raining Cafs and 
Dogs?Make an 8 x W-inch print 
of one ofyour oivfí sky/chud 
compositions and then make a 
number of realty smali prints of 
yourcaí and dog. Cut these OLff, tay 
them on the sky print, and you now 
have 3 great shot of it raining cats 
and dogs! 

f/11 for f/í25 sec. 
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ONE OF THE GREAT THINGS about making discoveríes in the worid 
of close-up photography is Ihai other discovenes are so&n to foüow— 
one thing leads to another After spending the better part of a day 
shooting vahsd subjects with my massage oil ^‘dewdrops" on my glass 
tabte, t got out the bottie of Windex and sprayed the tabie down, ready to 
deán ¡t off: but then t noticed the tnteraction between the Wtndex and 
the oit, and thats atl it took to get my camera back into posítion. ( 
quickly grabbed my daughters targe collecUon of colored pencils and 
placed them on the tower glass shelf, as i knew this random setup 
would provide rnuitspie tones of background color Wtthin minutes f was 
once agaín ¡mmersed in a close-up worid of ^'dewdrops" and the Uquid 
effects generated from combimng an ammonia^based Uquid 
massage oiL 

The first image hpposite! was taken within minutes of spraying 
much of the tabie with the Windex; this accounts for the many bubbles 
seen floattng atop the once~cÍear droptets of massage oii The second 
image fabove} was the resuít of having made severat sw;pes across the 
tabie with a paper towei and having left behind a thin layer of massage 


oii When f again sprayed the Windex across the top oí this thin layer of 
massage oii more bubbles deveioped^ At this point, i moved in much 
closer, as dose as / could focus. ín fact—which, once again, meant that 
i was abíe to record images that were 1.5X Ufe stze due to the smalier 
sensor size of the Nikon D300. Among the many photographs i made at 
this T5X size, this one in particular stood out as one of my favorites, and 
i now use it as a screefi saver on my Mac. Vou'íi notice that, untike the 
previouB image, the background coiors are not nearly as defined, and 
this has everything to do with my distance. Remember, the c/oser / 
focus, the farther away and less defined my background becomes, and 
that is, ofcourse, the case here. The background of coloredpencils 
may be easier to see in the first image, because my distance from the 
subject is greaten But again, because t was focused much closerin the 
second photograph, those same penáis are rendered as a wash of out- 
of-focus tones and hues. 

Oppositei Nikon D300, MIcro-Nikkor lens, f/\\ for Í/25Q sec.: 
above: Nikon 0300, Micro-Nikkor lens, f/11 for 1/90 sec. 
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AppendíxA:VR and IS Lenses Exposed 


0 THE QUESTION IS. "Do VR and IS 
lenses líve up to theír promises?” What 
¡s a VR or an IS Lens? VR [vibration 
reduction] or IS [fmage stabilization) 
lenses are lenses that counteract the 
normal camera shake that often occurs 
when handhoLding your camera and 
lens. In effect, with one of these lenses. it s Like having a 
built-in gyroscope. When you find yourself shooting. say. 
images of your friend's wedding and you've had one too 
many glasses of champagne, a VR or IS lens will move tn 
the opposite direction of any camera movements to 
counterbalance your shake. resuLting hopefuLly in an in- 
focus picture. There is a switch on the side of these lens- 
es that you must have in the On position when handhold- 
ing your camera ín order for VR or IS to work. 

A word of extreme csution: Read the instructions that 
carne with the lens first. but most of the time, the On/Off 
switch found on the lens barrel of most VR and IS Lenses 
shouid be switched off when you're using these Lenses 
and a tripod. Since the VR or IS lens responds to move- 
ment/camera shake. and since either is highly unlikety 
with a tripod. the VR or IS function will still act as if cam- 
era shake ¡s present and introduce a couníershake when 
you take the picture. This means that an image that 
wouLd normatly be tack sharp when taken on a tripod will 
actually be blurry! Yikes! This has happened to a number 
of students. and in a few cases, they dídn't notice the blur 
until returning to their hotel rooms folLowing an evening 
of shooting cityscapes Iphoto-ops that. in alL likeUhood, 
they would not have again anytime soonl, Tve also heard 
similar stories from readers of my other books who 
made this discovery too late, having already shot those 
once-ín-a-lifetime photo-ops white on vacation, 

The promise made by the VR and IS lenses is simple: 
You will be able to handhoid the Lens and camera at as 
many as four shutter speeds slower than what are nor- 
mally considerad safe handhoLding shutter speeds. And 
what is normaiíy considerad a safe shutter speed for 
handhoLding? Whatever lens is in use. it s a safe bet that 
you can record tack-sharp handheld images at the cLos- 
est shutter speed to the lenss longest focal Length. So 
for example. an 18-70mm Street zoom can be safely 
handheld at shutter speeds of 1/60 sec. and above [60 
being ctosest to 701. white a 70-20Dmm telephoto zoom 
can be safely handheld at shutter speeds of 1/200 sec, 
and above, and so on. If your lens has VR or 15. manufac- 


turers promise you can safely handhoLd at shutter 
speeds up to four times feeíow the normatly accepted 
shutter speed range. So. that same 70-200mm VR lens 
can be safely handheld at shutter speeds down to 1/15 
sec.. whiLe the IS’-VOmm IS can be safely handheld at 
shutter speeds down to 1/4 sec. DonT you belíeve it! 

In test after test after test, most VR and 15 lenses do 
deliver on the promise of handhoLding at slower shutter 
speeds—but no more than fvvo times slower than the 
accepted norm. So with that 70-200mm. you wiLl, in all 
¡ikelihood. be able to shoot handheld at shutter speeds 
of 1/50 sec, Nikon's Micro-Nikkor 105mm with VR has 
Left many unsuspecting photographers a bit miffed as 
they quickly díscover VR [or IS in Canon s case) is virtu- 
ally useless when shooting close-ups. Ifs something to 
thínk twice about if you've been looking forward to buy- 
ing and shooting with a VR or IS macro lens. To be sure 
l'm not misinterpreted. the VR or IS found on a lOOmm 
or 105mm macro lens does indeed work—but only when 
your workíng distances are at least 8 to 10 feet and 
greater. Keep in mind that both of these lenses are great 
for portraits. and therefore. the VR or IS can come ¡n 
really handy as you move about. handhoLding the camera 
and lens, while shooting portraits at the company picnic 
or family reunión. 

So. how do you increase your depth of field without 
giving up that faster shutter speed? Since VR doesn't 
work when shooting close-ups. is there any way to get 
around the constant use of a tripod? What's a shooíer to 
do? Every digital single-lens reflex has built-in VR. but 
you just don't know it* Okay. that's not quite true, but it s 
cióse, It's not called VR but rather DTSU (pronounced dit- 
sul. and for DTSU to perform flawlessly. you must atso be 
shooting in raw format. With your 150 set to 200 [or 125 
or 100 if your camera allows it), you simpLy head out the 
door and Ínto the ganden and start shooting those amaz- 
ing flower close-ups without your tripod, Let s assume 
it's the perfect day for flowers [bright, overeas!, díffuse 
light), and you're using your 70-200mm lens along with a 
smalt extensión tube, say the 3ómm Kenko tube. You're 
quick to discover that the best you can do in the depth- 
of-field arena ¡s f/11, since f/11 offers a shutter speed of 
around 1/160 sec., which is a shutter speed that's right 
on the border of being a safe tripodless speed. TroubLe is, 
you've already taken three different shots of flowers that 
each could have benefited from even more depth of field; 
you chose not to stop the Lens down any further to 6 or 
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í/22 beca use itwouLd forcé a shutter speed that would be 
too slow to handhold. It’s times like this when you cali 
upon DTSU, and like I saíd, this LittLe feature is already 
built in to every digital single-lens reflex. 

So, as you frame up that lene flower and with your 
aperture now set to //22, you see that a corred exposure 
is indicated at 1/40 sec. Of course, you can't possibly 
shoot at that shutter speed without camera blur, so 
instead, shoot a DTSU—in other words, a deliberóte 2- 
stop underexposure. This would be f/22at 1/160 sec., and 
as you've already discovered, you can safely handhold 
your camera and 70-200mm lens at 1/160 sec. At the 
end of the day, you simply load the images Ínto the Com¬ 
puter and those 2-stop underexposures are ready to be 
adjusted in Photoshop by simply moving the exposure 
slider over from left to right, correcting what was a 


“dark" histogram. The result: your tack-sharp image 
with the added depth of field you had hoped for, all cor¬ 
red ly exposed. 

I do not suggest that you could just as easily change 
your ISO from 200 to 800 and achieve the same thing, 
because you can't. Yes, youTl get the same exposure 
[f/22 at 1/160 sec.l, but you will also introduce more 
nolse, more grain. Also, do not try to shoot any DTSU with 
an ISO beyond the lowest ISO setting that your camera 
offers [for example, 100, 125, or 200). If you try this with 
ISO 400 or 800, for example, it will not be a deán image. 
Due to an anomaly in raw Processing, any higher ISO 
than the Lowest will actually produce far more noise than 
what you ordínarily see when shooting at these same 
higher ISOs and not deliberately underexposing. 
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Appendix B: Macro Magnification Patios 


WILL BE FIRST to admit that much oí 
the Science of photography alludes me. 
I'm fuLLy aware of the numerous conver- 
sations that take place ¡n photo chat 
rooms worldwide in which Science and 
mechanics are discussed in great detall, 
conversations that I rarely particípate in 
and even rarer stiU understand. I'm a visionary first, and 
once i approach the viewfinder, I m focused on one thing: 
making a compeLling ímage. And. for the most part, 
making that compelüng image relies on the foUowing 
basic fundamentáis: a knowledge of exposure, a visión 
that matches up with my tenses, and a wiUingness to 
entertain various points of view and consider the various 
compositionaL choices. Do I reaUy care what the actual 
síze of my suhject is in real life? Heck, l've known what 
size honeybees, dragonflies, butterflies, housefties, spi- 
ders, ants, and even worms were long before I picked up 
a camera! The same is true for most flowers, fruits, veg¬ 
etables, wheat stalks, and feathers. When I see a bee in 
a photograph taken by one of my students, my first reac- 
tion is not, 'Gee, just how big was that honeybee?" i can 
telL how big it is just by lookíng at other elements in the 
picture. My first reaction. almost without fail, is. "Wow! 
Just how cióse were you?" or "Ifs too bad you didn't (or 
couldnT) get doserj' 

The only photographers who really need to be at aU 
concerned with magnification ratios are those who work 
ín the science-related fields. Sure, I can see why it s 
important to know the magnification ratio when shooting 
a newly discovered frog in the Amazon rain forest or pho- 
tographing blood splatter ai a crime scene, but this book 
is not abouí Science. Rather, it's about the arf of the 
close-up. This Isn't to say there can be no “art" when 
shooting frogs or btood splatters, but what I'm saying is 
that. for the most part, a close-up photographers pri- 
mary concern ¡s ¡n making a compeLling image. ff. by 
chance, he or she does so at magnifícations greater than 
IX. then technícally that's a macro image. But at the end 
of the day, is that really all that important? As I ve been 
telüng my students for years, if it looks good, if it's com- 
pelling, if it generales a gasp from the viewer, then as far 
as I'm concerned, it's a worthy close-up photograph! Of 


course, it's important to know how I or another photog- 
rapher made the shol. Did I use a telephoto with exten¬ 
sión tobes or a 200mm macro or a wíde-angle tens and 
the Canon 500D close-up lens? But in more than thirty 
years of shooting. no one has yet to ask me what the 
magnification ratio of that ant or bee or butterfly was. 
Sure. with the images I only recently started to make 
with my Canon ó5mm macro lens, I may be asked this 
question a few times in the Corning years, but the first 
reaction, if I did my job right, should be. "Wow! How d¡d 
you do that?" Maybe [and I slill insist this is only a remóte 
chance), just maybe, someone will say, "What is the 
magnification natío of that?" 

Now that my position about magnification ratios is 
ctear. I will add this: Invest the time needed to under- 
stand how your lenses "seeJ' This íncludes your macro, 
if you own one. What are their mínimum focusing dis- 
tances? Four feet, two feet, three inches? What are the 
mínimum focusing dlstances when combíned with a sin¬ 
gle 25mm extensión tube, with two 25mm extensión 
tubes, with a close-up fílter added, when the Lens is 
attached to a belLows, when the lens is combined with a 
2X teleconverter and 50mm of extensión tubes, and so 
on? I canT answer these questions for you since I don't 
know what kínd of camera you own or what kind of tens¬ 
es and other equipment you have. But you should know 
this ahead of time, before you head ouí to the pond and 
fínd yourself standing at ¡ts edge staring down a tange 
buLLfrog. Quick, what lens and combination of extensión 
tubes makes the most sense for shooting that bullfrog? 

Again, I can't be as specific to your situation as I want. 
but the foltowing setups are meant to be a rough guide 
into the world of close-up photography, This Information 
is based on my camera gear, and unless you have the 
same exact system, you wítl need to invest a bit of time 
in making your own chart. The good news is you wonT 
really need the data for long, assuming you go out and 
practice with your gean Developing a visión for close-up 
photography is no different than learning how to drive a 
car You get in the "drivers seat," look out that "wind- 
shield" of your camera [better known as a viewfinder). 
and "see” where the varied combinations of your lenses 
and related accessories can take you. 
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SETUP #1; NIKON D300, NIKKOR 70-200MM 
F2,8 LENS AND 36MM EXTENSION TUBE, 

FOCUSSET TOINFINITV 

Keep in mind that this setup is on the Nikon D300, which 
has the digital crop factor of 1.5. Therefore, you could 
argüe that my Nikkor lens is, in fact, a 105-300mm. 


Focal Length 

Focus Dístance 

Magnífícatíon 

70mm 

3" from subject 

1/2 life size 

80mm 

3W’ from subject 

1/3 Life size 

105mm 

7" from subject 

1/4 Life size 

135mm 

11” from subject 

1/5 Life size 

200mnn 

22” from subject 

1/6 life size 


Why is the magnífication of that ftower bigger at 
70mm than at 200mm? The reason has to do with the 
length of the extensión tube. Consider the focal length 
law: Focal length over mm of extensión - magnification. 
Therefore, at focal length of 70mm with 36nnnn of exten¬ 
sión. the magnification (70mm/36mml is roughly 1/2 Ufe 
size. Put another way, if I put 70mnn worth of extensión 
on a 70mm lens, I will be able to record üfe-size images 
l70mm/70mm = 1). 

But do you really care? Think of this in a more usable 
way: The more extensión tubes you put on a lens, the 
greater degree of magnification of your subject. but you 
will also be working much, much closer to the subject, 
and in some cases, that could spell trouble—particular- 
ly when youYe using a shorter-focaHength lens. For 
example, when using 70mm worth of extensión tubes at 
a 70mm focal length, you could end up throwing your 
own shadow over the subject because you are physically 
too cióse (or you are now so cióse to the spítting cobra 
that death is imminent or you are now so cióse that you 
get stung by the honeybee). Perhaps this is another good 


argument for one of those tripod-collared 180mm or 
200mm macro tenses that allow you a 1:1 magnification 
from a much safer distance of 11 inches! 

SETUP #2: NIKKOR 70-200MM F2,8 
AND CANON 500D CLOSE-UP FILTER 

With this setup (for which the specific camera model 
does not matterl, my minimum focusing distance is a 
“constant" 3 inches at any focal Length, from 70mm to 
200mm, and the longer my focal Length, the greater the 
degree of magnification. For exampLe, when shooting a 
flower at 200mm, my magnification of the subject ¡s 
greater than when that same flower is at 70mm. 
Constant focas simply means that the physical distance 
between me and the flower remains the same 3 inches, 
and the flower will remain in focus at this distance, no 
matter which focal length I use when I finalLy take the 
shot. Some shooters feei this is a distinct advantage over 
shooting with extensión tubes, where with each change 
in focal length one has to move either the camera and 
lens or oneself to maintain focus. Personally, neither the 
tubes ñor the Canon 500D close-up fiLter are the perfect 
solütion, but given a choice between the two, I would still 
opt for a set of extensión tubes, because greater magni- 
fícation ratios are achieved. 

SETUP #3i MICRO-NIKKOR 105MM F2.8 LENS 

With this lensY 158mm crop factor, and without any 
additional extensión tubes, my minimum focusing dís- 
tance is roughly 4 Inches, and magnification is roughly 
1.5 times Life size, 

SETUP #4: MICRO-NIKKOR 2DMM F4 LENS 

With this lens's 300mm crop factor, and without any 
additional extensión tubes, my minimum focusing dis¬ 
tance is 11 inches, and magnification is roughly 1.5 times 
Ufe size. 
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54-61 

DIM-TRAC button. 98-101 
disturbing, of wildlife, 70 
DOF preview button, 98-101 

equipment, 24-91 
exploration, of theme, 62-63 
exposure 

correct vs. creatively corred, 
96-97 

without DOF preview, 102-105 
extensión tubes, 36-41 

filling frame, 124-125 
fish-eye lensíesl, 72-77 

"dewdrop" as mini, 150-153 
flash, ring, 84-87 


focusing manually, 18 
focusing rail, 90 

foreground framing, 118, 119, 120. 
121 

frame, filling of, 124-125 
framing, foreground and 
background, 118-123 

high dynamic range (HDR) software. 
68. 69 

highüghts, specular, 106-111 
home studío setup, 140-141 ■ 
horizontal, vs. vertical, 126-129 

image stabilization [IS] lenses, 
156-157 

indoors, 138-153 

kitchen, 142-145 

lensíesl 

choice of, 26 
cLose-up, 42-47 
fish-eye. 72-77, 150-153 
macro, 26-35 
VRand IS. 156-157 
wide-angle, 20-23, 36, 49-50, 
64-71 

Letters, as theme, 62-63 
light 

indoor, 146-149 
round background, 113 

macro lenses. 26-35 
macro magnification ratios, 158-159 
macro photography. close-up vs., 
12-23 

manual focusing, 18 
mini fish-eye lens, "dewdrop" as, 
150-153 

mirror lock-up, 90 

point-and-shoot cameras, digital. 
54-61 


point of view, reversíng of, 77 
preview button, DOF, 98-101 

ratios, magnification, 158-159 

reflectors. 79-83 

remóte triggering devices, 90 

reversíng point of view, 77 

reversing rings, 50-53 

ring flash, 84-87 

rooms, other than kitchen, 146 

self-timer. 90 

setup, home studio, 140-141 
sharpness, ímportance of, 96 
software, HDR, 68. 69 
specular highüghts, 106-111 
storytelling image, 64 
studio. home, setup for, 140-141 
subjects 

alternative, 136 
indoor, 146-149 
sunrise, sunset, 112-115 

teleconverters, extensión tubes vs.. 
40 

texture, 130-137 
theme, variations on. 62-63 
tips, close-up photography. 66, 
116-137 
tripods, 88-39 
truth, of photograph, 70 
tubes. extensión, 36-41 
Tungsten WB, 114-115 

variation, on theme, 62-63 
vertical, horizontal vs. 126-129 
vibration redudion (VR) lenses. 
156-157 

white balance [WB), 114-115 
wide-angle lenses, 20-23, 64-71 
Canon 500D and, 49-50 
extensión tubes and, 36 
wildlife, disturbing of. 70 
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